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In 1940, the speaking and singing voice of the Brazilian poet and musicologist Mário de Andrade 
(1893-1945) was recorded in Rio de Janeiro. This is the only known register of the voice of the 
man who pursued the formation of a national language and music through artistic and intellectual 
projects. The disc containing these sounds was recently found in the archives of the North 
American black linguist Lorenzo Dow Turner (1890-1972). Turner travelled to Brazil to study 
African languages using a sound recorder, part of a broader project on the culture of the African 
diaspora in the Americas. In my thesis I study the recording of Andrade’s voice made through 
Lorenzo Dow Turner’s ear as an encounter mediated by different perspectives on race and 
nation. Drawing on archival research I trace a genealogy of the recording framed under the 
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In April 11, 2015 I received an e-mail from Flávia Toni, my mentor at the University of São 
Paulo. From the subject of the message I could imagine her excitement: “Mário has arrived!!!!! 
With Raquel de Queiroz and Mary Pedrosa.”1 The content of the message was a hurriedly 
written description of a recording, which she had authenticated as having the voice of the poet 
and musicologist Mário de Andrade (1893—1945). The message included a link and a password 
to a secured Indiana University website which provided access to two files. These mirrored the 
two sides of the disc that had contained the precious sounds in its grooves for 75 years. The 
enthusiasm of the heading of the e-mail was promptly understood by all the receivers of the 
message, people connected to studies on Andrade’s work: that was the first known recording of 
his voice. 
 In 2015, Mário de Andrade was in the spotlight not only in academic circles, but also on 
the general media. One of the reasons for that was the celebration of the 70th anniversary of his 
death, which also meant that his work would enter the public domain. In addition to the opening 
of new commercial opportunities through the expansion of book publishing, entering the public 
domain also fomented a public exploration of the secrets hidden by the author in his works. For 
example, Andrade’s sexuality was targeted as a closet door to be opened. Journalists filed 
judicial processes that requested the opening of closed letters from the archives, which 
 
1 Original: “o Mário chegou!!!!!, junto com a Raquel de Queiroz e a Mary Pedrosa.” Unless indicated, all 





presumably contained a revelation of his homosexuality (Bortoloti 2015). The announcement of 
the finding of the recording was perceived amidst this constellation of revelations which 
encompassed the scholar community and a broader audience. 
 On April 24, 2015, the University of São Paulo website published a press release on the 
discovery praising the collaborative efforts of researchers from different institutions—
Universidade Federal do Recôncavo Baiano, Universidade Federal de Pernambuco and Indiana 
University—and making the sound files publicly available (Jornal da Usp 2015). In the following 
number of the Revista do Instituto de Estudos Brasileiros, the journal published by the 
department that hosts Andrade’s archives, Flávia Toni provided more details about the recording, 
in connection with his biography and works. 
 In addition to the narration of the research process that lead to the localization and 
circulation of the recording, Toni frames the recording with other documents from Andrade’s 
archive (Toni 2015). Her short analysis is centered in two main aspects: the writings on 
Andrade’s voice from people who heard it and Andrade’s research on Brazilian music that 
provided him the repertoire he sang. One more substantial response to the recording was written 
by José Miguel Wisnik, another scholar connected to the study of Andrade’s work for several 
decades. With a provocative title “What one could know of a man?”, Wisnik analysis also was 
centered on Andrade’s voice. In addition to sharing his reaction while listening to the voice as 
“being hit by a punch,” he qualifies the meanings of a voice: 
Differently from texts and photographs, the voice comes from the inside of a person, it 
releases physical signs, non-verbal, from an aura, of a diction, of a social class, of an age, 
as if it projected a hologram of body and soul, straight from the social and personal 
unconscious. For a moment, the voice reveals more than the complete works [of the 
author]. Abruptly it makes clear certain diffuse truths, muddy ones, which are 
simultaneously stamped and hidden in his texts (Wisnik 2005).2 
 
2 Original: “Diferentemente dos textos e das fotografias, a voz vem de dentro da pessoa, secreta sinais físicos, não 





Wisnik describes two connected but different processes through which his encounter with 
Andrade’s voice was remarkable: (1) his position as a listener, whose shock was felt by the 
premise that he knew Andrade very well because of his expertise on his works and (2) the 
connection between the voice and the body that produced that voice, both revelatory of traces of 
a humanity hidden in Andrade’s written texts.  
The listener’s perspective is connected to the uniqueness of the recently found recording 
that responded to a long process of inquiries about Andrade’s musical skills and the sound of his 
voice. Although Andrade’s words were constitutive of a national sensibility in Brazil during the 
twentieth century, his voice remained a closed secret. The curiosity around the sound of his 
voice, spoken or sung, was fed by comments from the people who had personally heard in 
person. The composer Francisco Mignone, who was a colleague of Andrade at the Conservatório 
Dramático e Musical, described his singing voice as “baritone-like and well-tuned”3 (Mignone 
1983 apud Toni 2015, 241). Underlying this curiosity about Andrade’s voice was a general 
interest on other aspects of his life, such as his sexuality, racial identification and personality4.  
The connection between the written works of Andrade and his voice was also an aspect 
analyzed by literary critics. What was questioned were the ideas of representation and 
performance in his poetry: for example, how to connect Andrade to the narrators of his poetry? 
Rather than an analytical and formal literary question, this perspective was amplified by the 
assumption on Andrade as an “interpreter of the nation,” who not only represented, but, perhaps, 
 
holograma, direto do inconsciente pessoal e social. Por um instante, a voz revela mais do que uma obra completa. 
Ela deixa transparecer bruscamente certas verdades difusas, lamacentas, que estão estampadas e ao mesmo tempo 
ocultas nos textos.” 
 
3 Original: “voz dele era abaritonada e bem afinadinha.” 
 
4 One result of this overall opening of Andrade’s life as a public domain was the publishing of a series of 





embodied nation in his writings.5 The poet Manuel Bandeira, another listener of Andrade’s 
voice, exemplifies this identification between author and narrator in a letter he wrote to Andrade. 
Commenting on the groundbreaking modernist book Paulicéia Desvairada, Bandeira regretted 
the absence of the sound performance of the poetry: 
I will tell you frankly, as you asked me, about your poems, so beautiful and so strange. 
When I heard them, read by you, I felt myself dragged by the lyric flood of the 
Desvairism. The “Oratório,” the “Noturno” and the other poem that you suppressed 
(“Loucos entre loucos, eu sou o Parsifal!”), marked me with the resonance of 
innumerable harmonics. I had, really, the anxiety to read them. When I read, it lacked 
your voice, which made me accept fascinatedly things that exasperated me. Nevertheless, 
I need to add that I found beauties which had escaped me before.6 (Correspondência 
Mário de Andrade e Manuel Bandeira 2001, 130) 
 
The lack of a voice that represented nation synthesizes the quest that found its end at the 
recording from Lorenzo Dow Turner’s collection. However, as Wisnik suggests in the 
conclusions of his article, the interpretation of the voice in connection to the person remains an 
unanswered question. 
 Building on this discussion, in this thesis I extend the analysis of Andrade’s voice 
considering one additional aspect: the archive. Rather than immediately assuming a connection 
between the voice and the person, I listen to archives as a methodological approach and a 
conceptual framework. By focusing on archives, I bring into the spotlight one inaudible, but 
central, aspect of the recording: Lorenzo Dow Turner’s research project. By incorporating Turner 
 
5 On the idea of Andrade as an “interpreter of nation”, see Miceli 2009. 
 
6 Original: “Vou falar com franqueza, já que você m’a pede, dos seus poemas tão belos e tão estranhos. Quando os 
ouvi, lidos por você, senti-me arrastado pelo aluvião lírico do Desvairismo. O “Oratório,” o “Noturno” e outro 
poema, que você suprimiu (“Louco entre loucos, eu sou Parsifal!”), deixaram em mim a ressonância de inumeráveis 
harmônicos. Tinha, realmente, ânsia de lê-los. À leitura, faltou-me a sua voz, que me fazia aceitar encantatoriamente 





into my analysis, I discuss not only the historical encounter that made possible the creation of the 
recording, but also the entangled histories contained in the recording itself.7 
As a methodology, I approach archives as places for conducting my research, as the 
institutions specialized in preserving, organizing, and providing access to documents. Physically, 
I conducted my research in two archives: the Lorenzo Dow Turner Papers, deposited at 
Northwest University in Evanston, IL, and the Fundo Mário de Andrade, located at the 
University of São Paulo, Brazil. I listened to digital files that corresponded to Lorenzo Dow 
Turner’s field recordings made available by the Archives of Traditional Music of Indiana 
University, which hold the recorded material. In the physical locations, which hold personal and 
professional documents of both men, I read a large variety of documents—for example letters, 
manuscripts, drafts, transcriptions, proposals, music scores, books, lists and photographs—
pursuing traces of that recording. In the digital archive I listened to the audio recordings 
imagining Turner’s organization of his research, trying to connect Andrade’s recording to a 
broader ethnographic practice. In both practices, I pursued traces beyond the audible and visible, 
chasing the fragmentary historical narratives opened by the incorporation of my reading and 
listening process into the archival practice. In this sense, I identify my research practice in the 
intersection between archival work and ethnography. My experience in archives is fundamental 
for the writing of this thesis.   
By listening closely to the recording and by inquiring into archival sources I aim to 
narrate the process that allowed me to access that recording. I approach the archive as the place 
not only that preserved the recording, but also which was part of its creation. For example, I 
followed the narratives blooming from Andrade’s voice theory, from the repertoire he chose to 
 
7 Although there are other voices recorded, that include Mary Pedrosa and Rachel de Queiroz speaking and singing, 





sing and from Turner’s project of listening to language and race. Following Birdsall and 
Tkaczyk, I understand that archives, and specifically sound archives, operate a disjunction of a 
linear temporality (Birdsall and Tkaczyk 2019, S2). I therefore assume that all these archives 
narratives are imprinted in the recording that is not closed in the past as a neutral historical 
document.  
I do not, however, conceive archives and their effects solely from an institutional level. I 
also understand archive as concepts that locate histories and order social life (Azoulay 2019, 
164). By focusing on processes of creating archives, I trace a genealogy of the narratives present 
in the different layers of meaning of a document. Rather than assuming a document bounded by 
institutional power that limit its unicity, I approach documents and archives as concepts in 
negotiation. Two interconnected lines derive from this approach, in relation to the sound 
recording: the voice as an archive and the ear as an archive. This voice-archive—similar to Nina 
Eidsheim’s approach to the acousmatic question Who is this? (Eidsheim 2019)—reveals multiple 
possibilities for the investigation about the source of the sound. Rather than associating the voice 
recorded by Turner directly with Andrade, I embrace the pluralities of meanings of sound: it can 
sound Andrade, but it can also sound nation, race, and sexuality. As Eidsheim argues, the voice 
also suggests a listening practice from the person who is singing. In this case, Andrade’s voice 
projects his listening of his voice, but also his projection of Turner’s ear. The technological 
apparatus that allows the recording and stability of the sound facilitate my approach to this web 
of narratives, fragmentary stories, and perspectives, which are imprinted into one “sound 
document”, as a materially inscribed sound (Bohlman 2016, 238). The voice, the ear, and the 
recording are blended into the archive that therefore resist simple answers to singular questions, 





do not argue that the voice-archive was not connected to a body, however I assume that this 
connection is momentary and lasts only for the duration of the encounter—much shorter than the 
time of the archive. The recorded voice sounds an encounter between a person and a recording 
device, limited by the duration of the encounter. The temporality of the archive, nonetheless, 
expands the historical conceptions of sounds documents. Rather than a time strict to the 
encounter, the limits of the temporality of the document in the archive contains the processes of 
classification and mediation done by archivist that re-signify the document. In this thesis, by 
recurrently re-conceptualizing the sound document, I pursue the different temporalities imprinted 
into the recording.  
For example, I follow Eidsheim suggestion to “listen to the listening” as a practice that 
implies a multiplicity of contexts for the production, and archiving of the recording. The 
different modes of listening include the silence of Turner and Andrade in relation to their 
encounter, Andrade’s voice theory embodied in the recording and Turner listening for an African 
past. I recover the entanglement of written texts and sounds as part of the intellectual projects of 
Andrade and Turner, in which voices, sounds, and listening practices are modes of learning and 
expressing ideas.   
Transnationalism is also a topic that is re-signified through archival formation, result of 
the circulation of sounds, texts, people and institutions. Rather than understanding a unilateral 
process of circulation that flows from the center to the periphery—symbolized by Turner’s travel 
to Brazil to find an African past—I frame the Atlantic crossings from a perspective of multiple 
temporalities. Crossing continents and oceans does not mean only a geographical shift but 
proposes crossing different modes of organizing social life, which includes history, time, and 





through the change in landscapes (and soundscapes). In this specific case of the entanglement of 
multiple histories of crossings—African slave trade, anthropological fieldwork, and archival 
circulation—concepts and meanings should be understood also within this complex system of 
classification. For example, the association between race and nation cannot be understood as a 
local process but framed within a transnational perspective. As J. Lorand Matory suggests, the 
“imagination of national communities is a transnational process” (Matory 2008, 108). A similar 
set of questions guides David Garcia’s work on the meanings of Africa as the origin of black 
music. He argues that race, time and geographies are co-produced by discourses on modernity 
(Garcia 2017, 6-13). 
All these differences are made visible and sounded through travels that include the 
circulation of people and also of recordings and archives. The dislocation process that created 
different visualities and auralities confronts the ways of seeing and hearing. I agree, however, 
with Ana María Ochoa Gautier’s proposition on a multiple modernity in Latin America that “is 
often presented as having a different modernity, one that highlights the oral/aural bodily 
knowledge as a particular knowledge of the subaltern opposed to the ocularcentrism of the elite” 
(Ochoa Gautier 2014, 17). Ochoa Gautier highlights the singular and ambiguous position of 
Latin American in relation to modernity and a colonial past. In the case of Andrade’s voice, 
different approaches to modernity are confronted within particular narratives that defies a 
unifying historical process, represented through language, nation, and race. Andrade’s recorded 
voice represent a myriad of potential histories that collapses a narrative of transnational flows of 
histories, geographies and empires. 
The thesis is organized in two chapters, followed by an epilogue. Each chapter is centered 





1 frames the recording within Lorenzo Dow Turner’s fieldwork on languages. I follow his uses 
of the recording technologies as a mediating process between speech and language to suggest an 
ear that listens for Africanisms. Chapter 2 describes Andrade’s approach to voice in his writings 
and his research project that culminates in the repertoire embodied in his singing performance. 
By reading his poetry, musicological essays, and ethnographic projects, I argue that his 
ambitious modernist process casts ambiguities by performing the repertoire. In conclusion to this 
introduction, I will offer a preliminary discussion of the encounter between Andrade and Turner, 
locating the intersection of their archives. This discussion serves as a preamble for the following 
chapters. 
 
Framing the encounter: archival silence 
Although they had several common interests and were part of an interconnected network of 
researchers on African-Brazilian culture, there is almost no evidence that Mário de Andrade and 
Lorenzo Dow Turner knew each other. They read about each other mostly through the 
intermediation of Oneyda Alvarenga (1911—1984), Andrade’s disciple and successor as the 
director of the Municipal Public Library. It is unclear if and how Turner and Andrade met for the 
recording session. In the written works of both of them, I found only one reference to each other: 
in the Folklore chapter of the Bibliographic Manual of Brazilian Studies written by Andrade and 
published posthumously in 1949, he mentions “Lorenzo H. (sic) Turner” as one of the foreigners 
professors who spent time in the country conducting research on “sociological problems of 
Brazil” (Andrade 1949, 296). Andrade explains what were the questions that attracted French 
and American social researches to Brazil: 
The social formation of Brazil; the fusion of multiple races made possible by the 





European-style civilization in a positively tropical country; these are exceptionally 
dramatic forms of human society that attract the curiosity and the studies of foreigners.8 
(Andrade 1949, 296) 
 
Andrade, although not explicitly mentioning Turner, frames his fieldwork in Brazil within a 
formula for explaining the country through race, climate, and European history, not different 
from the classical diagnosis provided by Gilberto Freyre in The Masters and the Slaves from 
1933. Andrade only cites Turner’s name, without providing any details on his research. On 
Turner’s side, only the label of the aluminum disc mentions Andrade. According to the catalogue 
of the collection, the aluminum disc from the Archives of Traditional Music of Indiana 
University that contains Andrade’s recorded voice, received the catalogue number “12-3474.” 
The catalogue also provides a date for the recording session on October 3, 1940, closer to 
Turner’s departure to Bahia.  
Alcione Amos, specialist on Turner’s work, wrote a short biography, which was the first 
to mention the recording. She assumes that the American linguist had a good circulation among 
Brazilian intellectuals: “In Rio, Turner met with Brazilian intellectuals and recorded Mário de 
Andrade—considered by many the most important Brazilian intellectual of the twentieth 
century—speaking and singing with friends” (Amos 2011, 12). Andrade was living in Rio from 
1938 to 1941, the only period in his life away from his hometown of São Paulo, a direct result 
from his dismissal as the Director of the Department of Culture of the latter. It is possible that 
Turner had met Andrade informally within his time in Rio de Janeiro, from June to early October 
1940. However, the letters exchanged between Turner and Oneyda Alvarenga, Andrade’s pupil 
 
8 Original: “A formação social do Brasil, a fusão de raças diversas aqui tornada possível pelo sistema colonial 
português, a luta em que vivemos para fixar num país francamente tropical uma civilização de molde europeu, são 





and director of the Discoteca Pública Municipal at the time, and between Andrade and 
Alvarenga, suggest that if they had met, no lasting collaboration was established (see Table 1)9. 
   
 
9 Table 1 lists chronologically archival documents that connect Andrade and Turner. The table was compiled using 
data from the following sources: Lorenzo Dow Turner Papers, Melville J. Herskovits Library of African Studies, 
Northwestern University, Evanston, IL; Lorenzo Dow Turner Collection (86-109F), Archives of Traditional Music 





Table 1: Chronology of Andrade and Turner’s activities in Rio de Janeiro. 
 Mário de Andrade Lorenzo Dow Turner 
12-Jul  Turner visited the Discoteca Pública Municipal 




 Turner writes to Alvarenga asking for a 
reply on the proposal made during his visit 
2-Aug 
Alvarenga writes to Andrade about 
Turner's request for a copy of recordings 
in Rio 
 
5-Aug Andrade replies to Alvarenga agreeing with Turner's request 
 
8-Aug  
Alvarenga writes to Turner proposing the 
travel of a Discoteca's employee to bring 




Turner agrees with the payment of a 
Discoteca's employee to travel to Rio with 
recordings 
19-Aug  (Unlocated letter from Turner to Alvarenga to which she replies on 23-Aug) 
23-Aug 
Alvarenga writes to Andrade mentioning 
that Turner's approved the payment for a 
Discoteca's employee (Ladeira) to go to 
Rio de Janeiro 
Alvarenga writes to Turner mentioning 
that the Discoteca's employee, Antonio 
Ladeira, will travel to Rio on 1-Sep 
26-Aug  Turner writes to Alvarenga agreeing with the date and sending payment 
2-Sep  Probably date when the copies of the recordings were made 
6-Sep  Turner writes to Alvarenga thanking for the cooperation 
10-Sep Alvarenga writes to Andrade mentioning the result of the recordings 
Letter from Benedito Pacheco to Turner 
offering his services during the trip to the 
North 
11-Sep  Alvarenga writes to Turner thanking for the recordings and introducing Pacheco 
21-Sep  
Turner writes to Alvarenga thanking for 
assistance and mentioning that he will 
travel to Salvador on 26-Sep 
3-Oct  Date of the recording according to Indiana University list 






After meeting Alvarenga in São Paulo, Turner exchanged several letters with her, 
pursuing the establishment of a partnership to copy the discs made by another recording 
project.10 Alvarenga also reported Turner’s proposal to her former mentor, Andrade, who gave 
his approval for the partnership. This triangulation between Alvarenga, Turner, and Andrade 
across the southeast state capitals, São Paulo and Rio de Janeiro, suggest that the two men had 
not met at least until the end of the project, days before Turner’s departure for the northeast. 
Even the meeting for the recording session may be questioned, as Turner’s presence is not made 
audible, neither from the speaking and singing participants, nor through his own voice. The only 
inference that can be made is that Andrade was in the presence of Turner’s recording, though this 
does not mean that they shared the same space during the recording session. The existence of 
that sound document as the only evidence of an encounter between Andrade and Turner suggests 
more questions than answers. It is not possible to know precisely if and how they met. Each of 
the following chapters starts with this archival silence. It is from this silence that I frame their 
(mis)encounter and (mis)communication. 
  
 
   
 





CHAPTER 1. LORENZO DOW TURNER: SOUNDING AFRICA THROUGH 
LANGUAGE 
 
In January 2020, I traveled to Northwestern University to conduct research on the Lorenzo Dow 
Turner Papers. I had high expectations to make this trip. Ever since I heard of Turner’s project 
and the recording of Andrade’s voice, I had been curious about what could be found among his 
papers. I asked myself: “What kind of Brazilian past could be lying in the archive that held 
Andrade’s voice for so long?” After days of reading boxes of documents, some in languages and 
signs undecipherable to me, I realized that my impulse to visit this archive had something in 
common with Turner’s motivations for his travels 80 years ago: we were both trying to find our 
own pasts in archives. The Africanism imagined by Turner to be stored in the unconscious 
memories of African Brazilians and expressed through language was not so different to the 
Brazilianism that I was trying to objectively find in the boxes that held his papers and tapes. In 
the end, the living properties of memories and archives frustrated both of us: archives are not 
passive entities that can be selfishly used to answer our immediate questions, they change our 
perspectives and thoughts. I never found Andrade in Turner’s papers, and Turner never 
published his book on Africanisms in Brazil. 
* * * 
 In 1932, Lorenzo Dow Turner embarked on his first field trip to the Sea Costal Islands of 
Georgia and South Carolina. Funded by The American Council of Learned Societies (ACLS), he 





been trained in English literature at prestigious universities in the country, having earned his 
bachelor’s degree in English at Howard University, his master’s degree at Harvard University, 
and his PhD at the University of Chicago. These were remarkable achievements, and specially so 
for a black man coming from the segregated South, born in Elizabeth City, NC, in 1890. The 
1932 trip became the linchpin for the linguistic research that culminated in his book Africanisms 
in the Gullah Dialect, published in 1949. Conducting fieldwork became a central part of Turner’s 
intellectual project of expanding the knowledge of African cultural survivals in the American 
continent. If in the beginning he started centered in surviving languages, the close contact with 
different communities expanded his interests to other social categories such as race, religion and 
music. With the experience acquired along the decades travelling around the United States, 
Brazil, Europe and Africa, Turner contributed to an early decolonial movement in African 
Studies, defying the prejudices of the more traditional and white academic studies (Wade-Lewis 
2007, 202-203). 
 One central component of Turner’s methodology was the employment of sounds and 
sound recording as tools to analyze the different perspectives of his informants. In this chapter, I 
will discuss Lorenzo Dow Turner’s recording projects of the 1930s. Framing that fieldwork 
within his broader intellectual project and within the convergence of African American and 
African Brazilian studies during the World War II period, I will localize Turner’s development 
of a critical race perspective from his comparative embodied experience.   
My specific goal in this chapter is to highlight Turner’s methodology of working 
primarily through sound recording to document language and culture. I will follow the 
development of Turner’s intellectual project from the fieldwork interested in the language 





Although he initially had language and linguistic components as his central interests, the use of 
the phonograph led him to think more broadly about the cultural presence of Africa in the 
Americas. I argue that the use of the phonograph as a technological device mediated a field 
experience that went beyond the objectivity and intentionality proposed by scientific research. In 
this context I frame Andrade’s recording found in Turner’s archive as a recorded trace of the 
field experience which deviated from the initial project. At the conclusion of the chapter I will 
briefly discuss the impact of Turner’s travel to Brazil within his work and engaging with the 
unfinished book, still an unpublished manuscript in his archive. 
 
From language to history: sounding the Sea Costal Islands in the early 1930s 
In “A Descriptive Grammar of the Gullah Dialect”—a manuscript found in Turner’s archive that 
I assume to be the statement he wrote to apply for funding for the Sea Islands research—Turner 
described his research community using the bibliography available from previous research. He 
portrayed the Gullah population as being almost isolated since the seventeenth century and as 
“primitive, superstitious, deeply religious, clever, but not malicious, people who possess a humor 
and a philosophy of life so unaffectedly simple and childlike.”11 This portrait, in accordance with 
the ethnocentric views of the anthropology of the period, urged for the preservation of a 
disappearing culture, in this case, the dialect spoken by that population. The idea of the Gullah 
dialect as primitive and childish agrees with Johannes Fabian critique of anthropology’s uses of 
time (Fabian 1983). For Fabian, even the anti-evolutionist perspective of the Boasian cultural 
anthropology fell into the “denial of coevalness” that imposed notions of history and time on the 
 
11 Turner, Lorenzo, “A Descriptive Grammar of the Gullah Dialect (Statement of the Project),” Box 41; Lorenzo 
Dow Turner Papers, Melville J. Herskovits Library of African Studies, Northwestern University, Evanston, IL 





Other derived from the Western conceptions (Fabian 1983, 20). Nevertheless, Turner’s project 
proposed a methodological shift away from the traditional ethnographic approach, of which the 
result would be a narrative written from the ethnographer’s perspective, in his own language: 
The purpose of the proposed study is to make a permanent record of this speech as it is 
present spoken on certain of the islands off the coast of South Carolina, particularly 
Wadmalaw, Johns, and James Islands. This record is not to be made in conventional 
spelling—a method which is used by all the authors of Gullah literature and which is 
hopelessly inadequate to reproduce speech accurately and scientifically—but will be 
made in phonetic symbols.12 
 
Turner’s intention was to communicate the values of the culture being preserved on their own 
terms, through their speech and sounds. Edward Sapir, a leading linguist of indigenous languages 
at that time, explained:  
[T]he very simplest element of speech—and by ‘speech’ we shall hence-forth mean the 
auditory system of speech symbolism, the flow of spoken words—is the individual 
sound, though, as we shall see later on, the sound is not itself a simple structure but the 
resultant of a series of independent, yet closely correlated, adjustments in the organs of 
speech. (Sapir 1921, 24—25)  
 
The scientific approach that Turner claimed involved approximating the sounds he would listen 
to on the field to the eye of the reader, in a way to avoid the authoritative narrative of the 
ethnographical narrative. 
 One fortunate addition to his project was the possibility of using of a sound recording 
device. The ACLS funded the purchase of a new Fairchild Recorder, which Turner used during 
his first fieldtrip. The scientific intention expressed by Turner in his proposal was satisfied 
beyond his initial plan to provide the phonetic transcriptions of the dialect: he was able to work 
with the “actual” sounds. Although it is unclear how Turner chose “The Fairchild Console 
Recorder,” an electric phonograph recorder, as the device to make recordings in the Sea Islands, 
 






it seems that this device was not designed to be taken into the field (see figure 1). The operation 
required specific electric currents and it had a very limited mobility.13 Differently from most 
anthropologists of the period, who used wax cylinder phonographs to make sound recordings, 
Turner chose aluminum discs, a recently developed technology to collect his materials (Kaplan 
and Lemov 2019, S165). Whereas his choice lacked the portability of the wax phonograph, one 
of its affordances was the quality of the sounds and the reproducibility of the aluminum discs. 
This change in technology resulted in two crucial consequences for Turner’s project. The first 
one was the ability to playback sound to his informants, which was not a common feature of the 
more sensitive materiality of the wax cylinder. This methodological shift in the use of sound not 
only as data collected in the field, but also as part of the interaction with his informants, was 
important to the expansion of his project toward the linguistic connection in West Africa 
diasporic communities. The second consequence of the affordances of the new media technology 
was the creation of a more reliable and stable archive of sounds. The durability, portability, and 
reproducibility of the material allowed Turner to keep working with the sounds he had recorded 
when he was back at his desk at Fisk University. Although limited by the conditions of the 
recordings—that did not imply a complete verisimilitude to the sounds from the field but created 
an analogue that mirrored some of its characteristics—Turner could imprint in the recordings an 
archival impulse. This desire for creating data retrievable back in in the University allowed for 
the development of different methodologies in the analysis of sounds and language.    
  The recorder was delivered straight to Charleston, South Carolina, and in April 1932 it 
was immediately put to test by the linguist.14 Existing correspondence between the manufacturer 
 
13 “Handbook of Instructions for the Fairchild Console Type Recorder,” 4, Box 41; LDTP MJHLAS NU. 
 






and Turner suggests that he had issues assembling and operating the machine, which was 
accompanied by a seventeen-page instruction manual (see figure 2). In addition to learning the 
process of inscribing the aluminum discs with the sounds captured by the microphone, the 
recording device required further technical knowledge that involved, for example, understanding 
the power supply and the positioning of fuses. 
 
Figure 1: Photography of the Fairchild recorder15.  
 
 






Figure 2: Drawing with instructions for the operation of the recording machine.16 
 Despite the limitations imposed by the size of the furniture-like device, Turner was 
successful in his recording enterprise. The lack of written sources documenting his fieldwork is 
superseded by a large archive of sounds. The discs he recorded—in the project he wrote for his 
Brazilian trip he mentioned around 250 to 300 phonographs recorded during his Gullah research 
—constituted the material basis for his book, published a decade later.17 In several passages of 
the book he refers to these recordings. For example, in the opening chapter, “Backgrounds,” he 
writes about the conditions for his research. Rather than referring to his fieldnotes about the 
difficulties of gaining access to informants, he mentions the difference in his recordings. “My 
first recordings of the speech of the Gullahs contain fewer African words by far than those made 
when I was no longer a stranger to them” (Turner 2002, 12). Even though Turner’s intention was 
 
16 Letter from the Fairchild Aerial Camera Corporation to Lorenzo Dow Turner of 17 April 1932, Box 41, LDTP 
MJHLAS NU. 
 





to merely document the dialect—“sounds, syntax, inflections, and vocabulary” and some texts—
“stories, prayers, sermons, narratives of religious experiences life stories of informants” the 
constitution of an archive of recordings allowed for multiple posterior uses that had not been 
initially predicted.18 
As if the discs were notebooks that simultaneously embody Turner’s intentions when 
listening to the Gullah and the voices he recorded themselves, I assume that this project left 
marks in all this sound archive. The discs registered a two-fold process: Turner’s operating the 
machine and the sounds written onto the grooves. Drawing from Nina Eidsheim’s questions on 
the meaning of a voice, I reframe the acousmatic question—who is this?—to the recording 
(Eidsheim 2019, 1-13). While listening to the recordings, the answer of the question lies the not 
only in the sources that produced the acoustic sound (e.g. bodies that voiced sounds), but also in 
the process of producing the recording (e.g. the recordist and the phonograph). Rather than 
assuming that the recording process is neutral and results in unmediated sound recorded, I try to 
listen to the recordings assuming the agency of the person behind the device. The assemblage 
formed by acoustic sound conditions, material technology of sound recording, and human agency 
in conducting the recording contribute to the result of the disc that becomes a sound document. 
All three components of the process work as “actants”, people and things that make the technical 
result possible (Latour 1987, 84). The process of listening to the recorded sound contains not 
only the sound immediately available, but it also includes the silences and procedures that made 
my encounter with the recording possible. In other words, I posit that I listened for Turner’s ear 
in all the recordings, as a way to find logic in what otherwise appeared to be disconnected 
fragments. The archive, therefore, leaves imprints in its objects: they are not unmediated voices 
 
18 Turner, Lorenzo Dow, “African Survivals in the Speech of Negroes on the Sea Islands of South Carolina and 





of the field, they are filtered by layers of meaning and power. Turner’s sympathetic view of the 
Gullah population proposed a method which preserved more than their cultural practices: it 
registered the embodied linguistic process into the archive. Sound and text become an indivisible 
unity and expose the fracture in the model that separates the listening ear and the sounding voice. 
Drawing from Eidsheim’s proposal that a critical analysis of a voice requires to engage with 
“listening to listening” as a process (Eidsheim 2019, 27), I incorporate new layers of listening 
mediated by recording technologies and the archive: I am listening to recordings from Lorenzo 
Dow Turner’s archive that recorded his listening to voices. Technology mediated the relation 
between the acoustic sonic moment and its registration onto disc powered by electric current, and 
by doing so it also registered the encounter of two bodies in an object. The fleeting encounter 
between sound recordist and sound source became semi-permanent in this indistinctive carved 
rounded object that blurred the power differential between the recorder and the recorded, the 
ethnographer and the native, the subject and the object. This process of subversion by the 
recording machine—the Other becoming the self; the ephemeral becoming perennial; the 
unfolding of different temporalities—later led Turner to relinquish many of his assumptions 
during the continuation of his project in Brazil. 
The recordings allowed Turner to defy the previous thesis of the Gullah as “baby talk” 
and to transport sounds (and, metonymically, its producing bodies) to a scientific community. 
During the 1930s, he used the recordings made on the Sea Costal Islands as a source for his 
academic process but also to demonstrate his findings to his peers. The recording project ended 
without an immediate objective result: the proposed book “A Descriptive Grammar of the Gullah 
Dialect” was never finished. After the experience of embodiment of the field in the sound 





new research questions that took more than a decade to be completed and incorporated to the 
Africanist thesis, which I will this discuss in the following section. 
 
Africanism and transnational studies 
In addition to his professional teaching activities at Fisk University during the 1930s, Turner also 
dedicated his time to the study of African languages. He understood the need for an additional 
linguistic and theoretical repertoire to investigate the recordings that constituted his personal 
archive. In conjunction with the Africanist theories being developed in that period, he intended to 
trace the origins of the dialects that he could listen in his discs to languages spoken in the African 
West Coast, which was the main departure point of the slavery route to the United States. In this 
second stage of his research he moved beyond the description phase and pursued a broader 
model to explain the language spoken in the North American Sea Costal Islands. To complete 
this project Turner had to embark in transnational adventures: “crossing the Atlantic” referred 
not only to the geographical expansion of the his research objects, but to the need for physical 
dislocation. Before the supplementary fieldtrips he scheduled, Turner spent a period in Europe 
studying African Languages. From October 1936 to August 1937, Turner took classes at the 
School of Oriental Studies of the University of London (in the present known as SOAS, 
University of London), which was considered to be one of the leading institutions for the study 
African languages. This period of leave from Fisk University was supported by the ACLS, and 
he was supervised by the lecturer in phonetics and linguistics Ida Ward, specialist in African 
languages. In Europe, in addition to learning African languages such as Ewe, Efik, Gã, Twi and 
Yoruba, Turner was also able to conduct interviews with native speakers. As a result, he was 





for the diffusion of African languages in the Americas. Turner spent the 1938 summer at Yale 
University, once again financed by the ACLS. At Yale he participated in cultural linguistic 
seminars led by Edward Sapir, the only linguist trained under Franz Boas at Columbia 
University.  
 Turner’s initial plan to extend his research beyond the Gullah region included other parts 
of the South of the United States and Caribbean Islands. However, during his period in London, 
he started to develop a plan to continue his studies in Brazil, specifically in the states of Bahia 
and Pernambuco in the northeast part of the country. It is unclear if and  how Turner’s project 
connected to the broader context of the diplomatic relation between the United States and other 
Latin American countries during the final part of the decade, a period coinciding with World 
War II and which became known as the Good Neighbor Policy.  
The Good Neighbor Policy is commonly understood in the context of World War II as a 
foreign policy of the United States government in which the ideals of Panamericanism—broadly 
defined by the cooperation of sovereign states of the Americas—were reaffirmed. During the 
Franklin Roosevelt presidency that was contemporary to the ascension of fascist regimes in 
Europe, the United States foreign policy for the American continent focused on the improvement 
of relations through ideas of noninterference, especially in terms of politics and militarism. 
Nevertheless, in the cultural arena—also referred in the international relations vocabulary as soft 
power—the efforts for constituting a common ground on the continent created possibilities for 
the formation of artistic networks and knowledge circulation. Examples of initiatives in this area 
are the creation of the Division of Cultural Relations in 1938, the Office for the Coordination of 





State in 1940, and the increasing role of the Pan American Union under the direction of Charles 
Seeger (Hess 2013). 
The mobility facilitated by the creation of transatlantic cruise lines and encouraged by the 
funding provided by the U.S. State Department to promote economic, scientific, and cultural 
collaborations also impacted social science research. Specifically, the heritage of slavery and the 
different ways in which race was incorporated into national discourses in the Americas were 
central topics derived from comparative studies. Some areas garnered special attention, such as 
the Caribbean Islands and the Northeast states of Brazil, which were ports of arrivals of enslaved 
populations coming from West Africa and exhibited strong African culture. Brazil and the 
United States, particularly, had in common continental-sized territories and a multiethnic 
population which led to political and social issues in relation to nation building. Amidst racial 
segregation in the United States and the racial supremacy ideology defended by Nazi Germany, 
comparative studies of race relations found in Brazil an attractive laboratory (Williams 2001, 
221). Although there is no explicit evidence that Turner’s interest in Brazil was related to this 
international political environment, the interest of North American social scientists in Latin 
America probably reached Turner and encouraged him to follow this path. For North American 
anthropologists, sociologists and linguists, Brazil was a sociohistorical field of interest, as 
similarity and difference could be observed (and heard) to draw political and intellectual 
solutions. In fact, the studies in Brazil were vital for the development of African and African 
American studies as fields of knowledge in United States universities during the years after the 
war (Sansone 2012, 536).  
The article “The Negro in the New World: The Statement of a Problem” written by the 





research in the Americas. In this essay, he defined “Africanisms” as an anthropological object of 
study, defined by the African culture survivals in the American continent (Herskovits 1930, 149). 
The cultural anthropology fieldwork advocated by Herskovits departed from biological notions 
of race and focused on linguistic and cultural aspects, a shift aligned with the cultural 
anthropology of his advisor at Columbia University, Franz Boas (Evans 2006, 92). The shift 
from biology to culture to explain race had profound political and intellectual implications, even 
if this perspective was not radically critical to essentialist categories. Herskovits interpreted the 
American Atlantic Coast, from the United States to Northeast Brazil, as a broader experimental 
research on African cultures: 
We must agree, then, that the only way in which problems of this sort are ever to be 
answered is through searching out situations in which we find the necessary controls 
presented to us, and studying these. Thus, in the consideration of the processes of cultural 
change, if we find a people of a known cultural background, who have been presented 
with known cultural alternatives and have accepted some and rejected others, we may 
obtain light on the implications of their action by studying what they have done. If, 
further, we find that people with the same general cultural background have been 
presented with different cultural opportunities, then by analyzing what they have refused 
and retained in each case we may make our conclusions clearer and more acceptable 
(Herskovits 1930, 147.)      
 
 Herskovits was one of the most prestigious social scientists to lead studies on the African 
diaspora in the Americas. He was an established professor at the Northwestern University 
department of Anthropology in the 1930s and he conducted research in Suriname, Haiti, and 
Brazil; the latter after Turner’s return to the United States in 1941. Herskovits made several 
contributions to the field of African American Studies and his publications include two books co-
written with his wife Frances Herskovits as a result of fieldwork: Rebel Destiny, Among the Bush 
Negroes of Dutch Guiana (1934), and Suriname Folk Lore (1936)—as well as his monograph 
The Myth of the Negro Past, published in 1941, which became a foundational text to African 





he also worked as a gatekeeper for the field, legitimizing careers, methodologies and, at a certain 
level, managing the access to resources. 
 The archival documents that I accessed in Turner’s collection portray a collaborative 
relationship between Turner and Herskovits. For example, in 1939, Herskovits requested 
Turner’s paper that he had read at the meeting of the Modern Language Association about the 
African linguistic components present in the Gullah language. He mentioned that this would be 
useful to “give some ammunition in establishing the invalidity of the position of those who insist 
that everything in southern speech is derived from European sources.”19 Turner’s research filled 
a gap in Herskovits’s larger project of searching for the African past of the New World by 
showing the African linguistic survivals in the speech of the Gullah (Herskovits 1941, 276). 
Herskovits’s support of Turner’s project went beyond this academic collaboration. He 
was consulted by Waldo Leland, president of the ACLS, about Turner’s request for additional 
funds for buying new recording equipment. Leland also shared concerns about Turner’s lack of 
command of Portuguese. Herskovits responded with enthusiasm for Turner’s project, supporting 
the acquisition of the new technology and trusting his linguistic skills, despite mentioning his 
skepticism about Turner’s additional goals: “Frankly, I do not take very seriously the non-
linguistic aspects of his project—for example, this matter about molding children’s personalities 
has probably just been thrown as a bright idea” (Wade-Lewis 2007, 127). 
In addition to assuring that Turner would have funds to buy the recording equipment, 
Herskovits also shared with him his recent experience in the field making recordings in Trinidad. 
Specifically, he recommended the sound equipment he had used in his most recent field trip (see 
Figure 3) and provided tips about the use of this setup.  
 







Figure 3: List of sound equipment with budget suggested by Melvin J. Herskovits to Lorenzo Dow Turner. 20 
 
 In the letter recommending the material and detailing the budget, Herskovits provided 
two tips that would be crucial for the success of Turner’s recording project: the necessity of 
 





creating copies of the discs (and thus the need for having two cutting heads) and the advice on 
the purchase of a gasoline generator for the situations in which electric power was not available. 
The affordance of the machine to create copies of discs was important for Turner’s field work. 
He was able to get copies of previously recorded material, such as the collection of the Missão de 
Pesquisas Folclóricas (Folkloric Research Mission, 1938). The advice on the generator was also 
crucial to help avoid issues with electric power infrastructure. As a comparison, the 1942 
recording project led by Luiz Heitor Corrêa de Azevedo in the states of Goiás and Ceará found 
several difficulties in adapting the Presto recorder—suggested by Alan Lomax and sponsored by 
the Library of Congress—to the different electric currents found at each location.21  
While the ACLS provided the funds for the purchase of the recording material, Turner’s 
travel to Brazil was mostly supported by the Rosenwald Fund, a fellowship for research and 
artistic projects led by minorities: either “negros” or “white southerners” (photograph 9904).22 
They provided a $3100 grant that allowed Turner to stay in Brazil for a year, away from his 
responsibilities as a lecturer in Tennessee.   
As I will discuss in the next section, aside from Herskovits, Turner found the support of 
other North American anthropologists and sociologists conducting research in Brazil, such as 
Donald Pierson, Ruth Landes, and E. Franklin Frazier. Other than their nationality, they all had 
in common among a collaborative field research: they shared the access to the same informants 
in Bahia. The redundant access to information coming from the same sources implied a possible 
bias on the conclusions about social life and history. It could lead to the extrapolation of one 
singular phenomenon to broader social and cultural structures, such as conclusions on race and 
 
21 Letter from Luiz Heitor Corrêa de Azevedo to Harold Spivacke, 15 January 1943. American Folklife Center, 
Library of Congress, Washington DC. 
 





nation. However, the different intersectional identities of each American researcher—gender, 
race, and religion are the most significative—reflected over their approaches and methodologies 
(Sansone 2012). Their conclusions that emerged over a conflicting tension between collaboration 
and competition are still under scrutiny of historians of anthropology (Healey 2010).  
 
Transatlantic crossings: encountering Africa in Brazil 
In June 1940, Lorenzo Dow Turner embarked the S.S. Uruguay with the destination of Rio de 
Janeiro, Brazil, the capital of the country at the time. There, he studied Portuguese before leaving 
for his fieldwork in the northeast states of Bahia and Pernambuco. I infer from a few mentions 
that I found in newspapers of the period that Turner had to stay in the Federal District to wait for 
the approval of the Council for the Control of Artistic and Scientific Expeditions in Brazil 
(Conselho de Fiscalização das Expedições Artísticas e Científicas no Brasil) to conduct his 
research.23 
 During his period in Rio de Janeiro he exchanged letters with E. Franklin Frazier (1894—
1962), one of the leading sociologists on the topic of racial relations during the period. Frazier, 
who had published “The Negro Family in the United States” in 1939, similarly to Turner pursued 
an expansion of his research on race in Brazil and arrived in the country a couple of months after 
the linguist. Turner facilitated the travel accommodations for his colleague in Rio, before their 
departure together to conduct research in Bahia. In his letters, Turner also complained about the 
difficulty of learning the language and his adaptation to the local culture:  
The language here is hell. These people speak so fast that it is still difficult for me to 
understand most of what they say. I can ask for anything that I need, but when I ask on 
the streets for information, the answers are more confusing than enlightening. My 
 
23 “Vem Fazer Estudos sobre a Raça Negra no Brasil,” O Jornal, 26 September 1940. The Council for the Control of 
Artistic and Scientific Expeditions was a government organization created in 1933 with the goal to supervise 





linguaphone set hasn’t been as useful to me as I had hoped it would be. With the 
exception of two records, it is entirely European Portuguese, which is different in many 
ways from Brazilian Portuguese—both in vocabulary and construction… (Wade-Lewis 
2007, 130). 
 
Turner also travelled to São Paulo during this period, to meet Donald Pierson (1900-1955), who 
occupied one of the chairs of sociology at the recently founded Free School of Sociology and 
Politics (Escola Livre de Sociologia e Política de São Paulo). A graduate of the sociology 
department of the University of Chicago, Pierson was finishing the manuscript for his book “The 
Negroes in Brazil,” published in 1942. In São Paulo, Pierson introduced Turner to Oneyda 
Alvarenga, director of the Discoteca Pública Municipal, an institution founded by Mário de 
Andrade during his term as the Director of the Department of Culture of São Paulo, from 1935 to 
1938. Turner was interested in the recordings of the Missão de Pesquisas Folclóricas, an 
expedition that happened in 1938 as part of Andrade’s project, and that had as its goal to “record 
in matrix discs the popular songs of the country” (Andrade 2015b, 310). In a letter written by 
Alvarenga to Andrade, who was living in Rio de Janeiro at that time, she explained Turner’s 
proposal:24 
Dr. Lorenzo Turner, North American, who studies African Languages, was yesterday at 
the Discoteca, brought by Dr. Donald Pierson. After travelling to Africa and the 
Caribbean, he is in South America to collect here surviving linguistic material. Even 
though he brough with him an excellent recording device (from what he described), Dr. 
Turner wants to copy part of the phonographic material of the Discoteca related to Afro 
Brazilian sorcery (Alvarenga 1974, 238).25 
 
 
24 In the next chapter, I will discuss in more details Andrade’s period in Rio de Janeiro and his project at the 
Department of Culture. I will also return to this letter to discuss Andrade’s view on the United States in relation to 
technical collaboration. 
 
25 Original: “Esteve ontem na Discoteca, trazido pelo Dr. Donald Pierson, o Dr. Lorenzo Turner, norte-americano, 
que se dedica ao estudo de línguas africanas. Depois de andar pela África e pelas Caraíbas, está na América do Sul a 
catar material linguístico sobrevivente por aqui. Apesar de trazer consigo um excelente aparelho gravador (pelo que 






The process of recording the discs that belonged to the São Paulo institution was well 
documented in the letters that I presented in the Introduction (see table 1). Turner was not able to 
ship his recording machine to São Paulo, so he requested Alvarenga to send the discs to Rio de 
Janeiro, in the possession of a sound technician. Oneyda Alvarenga, in correspondence with 
Mário de Andrade, opposed the idea at first, due to the physical danger to the discs. But in the 
end Alvarenga and Andrade approved Turner’s offer, which included leaving one extra copy of 
the material to the Discoteca. The recording device brought from the United States to Brazil by 
Turner afforded the creation of two copies simultaneously, which were also recorded in a quality 
superior to the material available in São Paulo. 
  A list on Turner’s archive documents the material recorded. However, I was not able to 
track it in his collection. Possibly, the material, which reflected a gesture of collaboration from 
Alvarenga, was of no interest to Turner. The list describes 30 discs and 200 phonograms, labeled 
as “Linguistic Material Afro-Brazilian.”26 The discs were classified by genre and the recording 
location, for example: “Reis do Congo (Alagoa Nova – Paraíba – 1938),” “Tambô de Mina (S. 
Luís Maranhão – 1938)” and “Xango (Recife-1938).” Although the titles of the tracks had names 
referring to African religion and language, most were written in Portuguese. This was one of the 
moments in which Turner was confronted with the different way of classifying Africa in relation 
to the nation: African American and African Brazilian did not only mean different nations, but 
different ways of classifying the cultural assemblage. 
While in Brazil, Turner recorded more than three hundred discs, which were recently 
categorized and described by Margareth Wade-Lewis, Turner’s biographer: 
During the course of the year, Turner recorded approximately sixty persons, many of 
them religious leaders. His data consist of four major types: (1) materials from African-
Brazilian cults (candomblé), as they sang and spoke, that illustrated Yoruba percussive 
 





techniques, Angolan and Kongo idioms, and call and response; (2) capoeira singing and 
dancing, with small groups providing call and response in African/Portuguese, rhythms 
from berimbau (with and without caxixi), and the pandeiro; (3) popular secular music 
(some perhaps from the radio); and (4) language informants who conversed, counted, and 
spelled, usually in Portuguese. (Wade-Lewis 2007, 130) 
  
This description provides an overview of the recording practice employed by Turner, most likely 
following the catalogue created according to the notes on the covers of the discs. Most of his 
recordings were made in Salvador, in the state of Bahia, which was one of the ports of entrance 
of African enslaved groups during the colonial period. As I argued in the introduction, it is 
unclear when was the exact day in which Turner travelled to Bahia, but we can estimate that it 
was around the beginning of October. According to the Indiana University catalogue, on October 
12, 1940, Turner was already making recordings on the field, interviewing Martiniano Eliseu do 
Bonfim (1859-1943), who became one of his most important informants. Being fluent in Yorubá, 
English, and Portuguese, Bonfim was interviewed and sang for Turner multiple times and also 
facilitated his connection with other informants. Actually, Bonfim was a central case in the 
Africanist thesis developed by the North American researchers: he was a case study for Ruth 
Landes, Donald Pierson, and Franklin Frazier. In Turner’s case, the ability to talk, sing, and 
translate different languages made Bonfim an important source to provide material for his 
linguistic project. However, Bonfim’s case also exemplifies the limits of the “African survival” 
model, that assumed that African languages had left traces in dialects spoken in the Americas. 
Son of free African parents, Bonfim was born in Bahia in 1859. From 1875 to 1887, he was sent 
by his parents to Lagos, Nigeria, where he learned English, Yorubá, trained as a carpenter and 
became familiar with African religions.27 In recording Bonfim’s voice, Turner heard another 
 
27 “Autobiography [Portuguese, Yoruba, English]”, Sound Recording, 12-3476; Lorenzo Dow Turner Collection 
(86-109F); Archives of Traditional Music of the Indiana University, Bloomington, IN. See a transcription and 





kind of African survival, not as a theoretical linguistic formulation, but as living history. The 
stories recorded by Turner highlighted the complexity of the cultural exchange in the 
transatlantic crossings between Africa and the Americas, similarly to what Paul Gilroy suggested 
half a century later with his concept of the Black Atlantic (Gilroy 1995).  
 
Return to the United States: reframing a racial experience in the Americas 
Upon his return from Brazil, Turner described the Africanisms in the New World and his studies 
on the Gullah dialect using a sonic metaphor: 
I have never understood, for example, why so many persons in the United States presume 
to be qualified to explain the Negro dialect of coastal South Carolina and Georgia known 
as Gullah and dare to assert that it contains very little or practically nothing that is 
African without first making some effort to acquaint themselves with some of the 
languages spoken in those areas of West Africa from which the Negroes were brought to 
the United States as slaves. Such persons appear to have closed their ears to everything in 
the dialect that is not English and to have heard and reproduced only the English portions 
of it. (Turner 1942, 55)  
 
The act of “closing the ears” to the unknown described by Turner expresses more than a 
methodological limitation of language scholars. In this academic metaphor, “closing the ears” 
reveals the selectivity of the knowledge production about a language. He criticizes the scholarly 
assumption that some research objects are more relevant than others and states that this process 
of classification expresses power dynamics which act beyond the sensorial level. Turner 
proposes another perspective about the sensible world, in which not only the sounds are crucial 
to the understanding of language, but also the sources of these sounds: marked racial bodies. 
Turner’s impulse to hear and study African permanence on vernacular language spoken in the 
United States echoes in Achille Mbembe’s critique of academic conceptions of Africa and the 
construction of difference: “Knowledge of local languages, vital to any theoretical and 





13). The Africanist thesis sustained by Turner and pursued by his listening practice proposed a 
radical notion of the relation between Africa and local language: by assuming that undocumented 
creole languages derived from the slave trade were spoken in the American continent, he was 
able to expand the geographies of Africa. Rather than a territory, Africa was a theoretical 
concept which could overcome present political realities.   
 Another way to interpret the “closing the ears” is from the physical sensorial perspective, 
in which that is an impossible task: air vibrations resonate involuntarily in the ear. But it is only 
through a cognitive process that the vibrations become sound and language. In this process, the 
vibrations of the air are labeled as sounds which might be interpreted as words, which have 
meanings depending on the listener’s ability in decoding it. What is not understood remains as a 
byproduct of the act of listening, as noise, something which is labeled as less relevant to the 
decoder. Sound is available in the world and there is a degree of arbitrariness in processing and 
classifying it. The field recordings that captures vibrations into objects does not mitigate this 
effect. The processes of repeatability and portability, two of the phonograph effects created by 
process of recording (Katz 2010, 23-36), allows for different ways to engage with sounds. It 
extends the temporal and locational access to sounds, amplifying the possibility of decoding 
meanings. The transduction process which produces the recordings are limited by the 
technological capabilities of the recording device, but it is able to generate a sound document 
with multiple interpretations. The meaning of noise in relation to sound and language is mediated 
by the ear of the listener: the recording holds a latent potential to be heard against the grain and 
subvert meanings. This shift from an “aesthetic noise” to a “social circulation” that emphasize its 
creative (even if disruptive) force, drawn from David Novak`s definitions of noise (Novak 2015, 





Both readings of “closing of the ears” are crucial for the linguistic project led by Lorenzo 
Dow Turner in the 1930s and 40s. In a racially divided country, he intended to amplify the 
voices of a silenced African cultural heritage which survived in languages spoken by 
marginalized communities. One of the methods he employed to pursue this goal was to use 
sound as a mediator between diasporic communities, reducing not only geographical distances 
but also approximating past and present. Using the most recent technological sound recording 
devices available at the time, he intended to document languages across continents and to use the 
recordings to rethink cross-cultural relations under colonial and imperial forces, which had 
oppressed and continued to oppress minorities. In other words, Turner intended to “open the 
ears” to a living historical past. He did that by amplifying voices that defied hegemonical 
conceptions of race and history, and by fomenting archives that preserved these voices. 
 The past conceived by Turner involved multiple cartographies. Mapping the West Africa 
Atlantic slavery routes to the Americas, he imagined a cultural dispersion model in which traces 
of African languages were audible across colonial political borders. He developed a fragmented 
world map during the rise of nationalist movements in the 1930s to search for reminiscences of 
shared common practices among repatriated African communities, covered by the violence of 
colonialism and slavery. On a practical level, Turner’s geography involved the actual crossing of 
national borders to conduct fieldwork in diasporic communities. 
Lorenzo Dow Turner’s trip to Brazil marked a shift in his conception of racial 
classifications. In the previously mentioned funding application, Turner explicitly described the 
target population of his study:   
 
Apart from its value historically, it will make an appraisal of the dynamic 





to which there has occurred acculturation on the one hand of African and 
Portuguese linguistic elements and on the other of African and Portuguese 
psychological elements, the latter being a problem that hitherto has not being 
attacked systematically by students of languages. Moreover, this material will 
make possible a profitable comparison between the language of low-class Negro 
of Brazil and that of the upper-class, fair-skinned Brazilian who is known to be of 
limited Negro ancestry.28 
 
In manuscript versions of this project, located in Turner’s archive, he named the “upper-class, 
fair-skinned Brazilian” as “moreno,” a word that was a used to classify mixed-race populations. 
This excerpt clearly portrays the racial background which structured his assumptions: the color 
line which divided his native United States was used, with adaptations, to classify bodies. 
Although the classification he proposed was not purely based on a biological concept of race, he 
preserved an adapted binary description of his object of study. The opposition between a lower-
class, purer African heritage and the upper-class, mixed culture, was interpreted by Turner as a 
structural homology to the racial division in the United States. The internalization of this 
classification of race was also based on another binarism regarding colonial systems: the 
equivalence between nations in regard to their colonial legacy. Turner’s hypothesis assumed that 
Brazil and the United States, as modern states permeated by a colonial history of exploration of 
black bodies, would have a similar structure of racial classification. This hypothesis is expressed 
in Turner’s focus on the study of African languages rather than the colonizer language of the 
Southern country: Portuguese. Although he claimed the “opening of the ears,” there were 
specific sounds he intended to understand, sounds of the past which remained alive. I assume 
that the model of “listening for Africa,” conceptualized by the ethnomusicologist David Garcia, 
could be applicable for the case of Lorenzo Dow Turner’s field recording of language (Garcia 
2017). The sounds he intended to hear—an intention which is recorded in all of his field 
 





recordings through the act of archiving—were less connected to current events, but to a shared 
past. However, this assumed past returned as an ethnographic present: rather than voices 
extinguished by history, languages, sounds, and bodies remained alive. 
 I conceive, in this sense, that the impulse of Turner to hear and record African survivals 
in Brazil, which became his archive of sounds, subverts the logic of classification between sound 
and noise. Ignoring contemporary national and linguistic borders, he pursued the documentation 
of a shared African past. His ear led the inscription of sounds: in his model, the language of the 
colonized became the hegemonic language which united the diaspora abroad; the voices of the 
colonizers captured by the recorder became noise. 
 He drew a line which classified race and language along an axis, similarly to the process 
described by Jennifer Lynn Stover: 
 
The sonic color line describes the process of racializing sound— how and why 
certain bodies are expected to produce, desire, and live amongst particular 
sounds— and its product, the hierarchical division sounded between “whiteness” 
and “blackness.” The listening ear drives the sonic color line; it is a figure for how 
dominant listening practices accrue— and change— over time, as well as a 
descriptor for how the dominant culture exerts pressure on individual listening 
practices to conform to the sonic color line’s norms. (Stover 2016, 7) 
 
What Turner adds to this model is a historical perspective in which sounds are classified by 
linguistic residues, as fragmentary resistance to the colonial power. Turner’s listening ear, which 
defines his archive of sounds, preserves this logic of classification in its conception. This 
perspective is, however, challenged by his fieldwork experience abroad. The discs that Turner 
recorded in Bahia and Pernambuco and brought back home carried more than sounds, they 
carried bodies and histories created in different colonial perspectives: they resisted a simple 





imprinted into the Western logic of classification and required new ways of hearing. Turner, not 
dismissive to several other North Americans who visited Brazil in the 1930s, was deeply affected 
by the different racial situation in the Global South. But the consequences of his project—based 
on sound—allowed for different ways of classifying and archiving the past. 
 Turner never published a monograph on his Brazilian research. He requested funds for 
completing publications which concerned phonetic transcriptions of folktales and translations 
into English, but this material remains in his archive. He did, however, publish short articles and 
give speeches about his experience in Brazil. In one manuscript I read a complete shift in his 
perspective: he realized that the Africa he was listening for was not from a mythical past, but 
something existing in the present, a mode of life he hoped for. This manuscript, in the form of a 
series of notes presumably prepared for a spoken conference, is named “How Brazil Has Solved 
Her Race Problem.”29 In these notes, he compares the different attitudes of colonizers—English 
and Portuguese—towards African slavery, mentioning, for example, the similarities of African 
religions to Catholicism and the more peaceful process of the abolition in Brazil. Idealizing this 
difference, he affirms that “the idea of the segregation of any of its ethnic groups has been 
repugnant to Brazilians. Worth is based upon individual competence and achievement rather than 
on racial origin.” He complements this point by assessing a different need for the existence of 
racial lines: “designations for different colors are made merely for purpose of identification.” His 
conclusion, which was not an explicit part of his research project, claims a different value of 
nation in relation to race: “As a result of this policy of non-segregation, the Brazilian Negro, 
 






unhampered by the frustrations which based the Negro in the U.S. has been able to make a far 
more significant contribution to Brazilian life than we have made to the life of this country.”30 
 This idealization of a racial harmony, which was conceived as a “racial democracy” by 
the Brazilian sociologist Gilberto Freyre (Araújo 1994, 31), overturned Turner’s linguistic 
project. It might be that finding a linguistic survival became a meaningless when faced with an 
identity crisis. The “failure” of the academic project—the book was never published—was 
overcome by an active position occupied by Turner in leading the African American Studies 
development in the United States. Deviating from from the linguistic perspective that classifies 
and draws lines between sounds, syntaxis, inflections, intonation and vocabulary, the project 
resulted in the encounter with a mixture of all these elements in a living experience. The 
different temporalities of race unfolded in the transatlantic crossing that subverted the directions 
of the triangular cartography: from Africa to the Americas and from North to South, to find 
itself. 
 The sound archive that Turner constituted during his fieldwork documents this 
transformation: the eclecticism of sounds recorded challenges an objective classification in 
relation to his research project. While he was searching for a historical past reminiscent in 
language, he recorded different layers of history. One of these histories, which sounded like 
noise for his project, was connected with the voice of Mário de Andrade. 
 
 





CHAPTER 2. MÁRIO DE ANDRADE: SOUNDING NATION AND RACE
 
In 1984, the Brazilian literary critic Antonio Candido wrote an article in which he discussed the 
myriad of meanings of the word “nationalism” throughout the twentieth century. Discussing the 
issue of the role of nationalism in Brazil during the 1920s and 30s, Candido saw a paradoxical 
relation between politics and culture: 
 
In the political and social grounds, the country that is new and backward needs to 
be nationalist, in the sense of preserving and defending its autonomy and 
initiative; but in cultural grounds, it needs to incessantly receive the contributions 
of the rich countries that economically dominate it. From this arises an extremely 
complex dialectic, that Brazilian modernists perceived and tried to solve in their 
own ways. All the value attributed to national topics, the consciousness of the 
racial miscegenation, the rehabilitation of marginalized groups (indigenous, black, 
proletarian) is primordial. But curiously, they did that using the liberating tools of 
the European avantgarde, that is, those countries whose cultural empire they 
sought to free themselves from.31 (Candido 2011, 221) 
 
In this Brazilian case, the dialectical synthesis of these two sides of nationalism—political and 
cultural— echoes in Mário de Andrade’s writings. Born in 1893 and died in 1945, Andrade lived 
through almost all the years of the first half century of the Brazilian Republic, which started in 
1889, right after the abolition of slavery in the previous year. He experienced divergent foreign 
 
31 Original: “[N]o terreno social e político, o país atrasado e novo precisa ser nacionalista, no sentido de preservar e 
defender a sua autonomia e a sua iniciativa; mas no terreno cultural, precisa receber incessantemente as 
contribuições dos países ricos, que economicamente o dominam. Dai uma dialética extremamente complexa, que os 
modernistas brasileiros sentiram e procuraram resolver ao seu modo. E fundamental todo o seu movimento de 
valorização dos temas nacionais, a consciência da mestiçagem, a reabilitação dos grupos e valores marginalizados 
(índio, negro, proletário). Mas, curiosamente, fizeram isto recorrendo aos instrumentos libertadores da vanguarda 





political alignments that influenced the conditions for his poetical and musicological writings 
and cared for the creation of an artistic nation, but at the same time he was aware of the 
dangerous risks of an automatic alignment to national ideologies. Andrade navigated this 
dangerous line between aesthetics and politics during his whole life, providing different solutions 
to this issue influenced by historical events and political conditions. Examples of his writings 
that expressed this delicate balance are spread from the 1920s— the poetry modernist book 
Paulicéia  Desvairada (Hallucinated City in the English translation) and the rhapsodic novel 
Macunaíma—to the 1940s—the libretto Café (Coffee) and the unfinished play O Banquete (The 
Feast). Throughout his writings, Andrade simultaneously sought to understand and to express his 
nation, a dialectical process that connected his interpretation of the Brazilian reality. By 
experiencing the urban transformation of his native São Paulo and by conducting ethnographical 
travels, he envisioned a synthesis of the nation expressed in his writings: he thought of himself as 
a mediator for the whole culture of the country. His relationship with sounds was crucial for his 
poetical and musicological projects, for which he served as the medium to develop a language 
that expressed his nation. The process of imagining and creating a modern nation played a 
fundamental role in his writings, which, however, were not devoid of contradictions. Some of 
this contradiction was related to the role of sounds, specifically in conjunction to language and 
race. In this chapter I will explore these entanglements—sounds and language, sounds and 
race—throughout different projects from Andrade’s career.  
This chapter is organized in two sections: in the first section I discuss the national 
modernist project lead by Mário de Andrade in his polymath project. I follow his poetic, musical, 
and cultural administrative activities to map his theoretical framework on the relation between 





role of sound to the national aesthetic project lead by Andrade? In the second part I will analyze 
the recording of Andrade’s singing voice. By listening to the archival recording and following 
the leads suggested by his comments and previous researches on the material, I suggest that the 
repertoire chosen by Andrade prioritize a national over racial experience, exposing the 
limitations of his aesthetic project.  
 
Modernism, language and nation: Mário de Andrade 
Orality and vernacular language were categories incorporated by the São Paulo modernist 
generation in its “heroic phase,” before the 1930 Revolution, simultaneously as an aesthetic and 
an ideological project (Lafetá 1972, 22-27). The project of creating a national language, which 
would collapse the differences between the soundscape of the immigrant population (Moraes 
1997) and the written culture of the lettered coffee plantation elite (Miceli 2001), met the 
contradictory process of modernization of the city led by a rural bourgeoise and incorporated into 
literature from formal aspects and thematic material. An example expressed in the first 
generation of poets, such as Mário de Andrade and Oswald de Andrade, was the expression of 
the soundscape of an immigrant city. In February 1922, the Municipal Theater of São Paulo 
hosted an event called “The Modern Art Week,” which became known as the starting point of 
the Brazilian modernism (Gonçalves 2012, Coelho 2012). During that event, Mário de Andrade, 
poet and music teacher in the local conservatory, was exposed to the intellectual field of the city. 
His early leadership among a new generation of poets, artists and musicians defied the 
established culture that still had its rules in the Imperial Period, which ended in 1889. The 
proposal of the modernist group was to challenge the conservative artistic system based on the 





Romantic and idyllic imaginary of the nation as untouched nature, the immigrant city was the 
thematic protagonist of modernist paintings and poetry. From this new subject, new forms 
replaced the formal perfection of the Parnassianism or the bourgeoisie individualist Symbolism. 
Poets like Mario de Andrade, Oswald de Andrade, and Menotti del Picchia, along with artists 
such as Anita Malfatti and Tarsila do Amaral, intended to represent new voices and images of 
the population. Although inspired by the Parisian intellectual environment, the project claimed 
new languages to represent the nation: new forms, words, and colors. The poets specifically 
crafted new ways to express the sounds of the modern city in their poetry, translating the accents 
and the changing soundscape into written language: the normative Portuguese inherited from the 
colonial period was insufficient to represent the multiplicity of voices of the immigrant and 
racially diverse city (Schwarz 1987). The language in the 1920s, thus, had to be adapted to 
express a new context. Through that decade, the project became more ambitious and the poets’ 
and artists’ travels around the country suggested that the modernization process had its effects 
across the extensive Brazilian territory. By the end of the decade, a shift in perspective from the 
modernist city to the countryside resulted in new challenges to register the sounds and 
landscapes of the nation. 
 For Mário de Andrade, especially, the variety of sounds he encountered in his native São 
Paulo and around his travels did not fit what he learned as a piano and singing student at the 
Conservatory, nor what he experienced in Parisian inspired poetry cafes and salons that he 
participated in the 1910s (Sato 2016). In his poetry and his musical essays from the 1920s, he 
crafted new forms of registering the world he heard. In essays and manifests, such as the 
Prefácio Interessantíssimo (Extremely Interesting Preface, in Jack Tomlins translation), A 





Brasileira (Essay on Brazilian Music), he at the same time theorized and persuaded artists to 
write national inspired works. Andrade radically proposed that the only artistically valuable 
language was that which expressed national character. Therefore, national art had to be 
expressed through national language: in the case of poetry, words had to be able express a 
variety of accents and vocabulary; in the case of music, popular and folkloric themes should be 
used by composers (Hamilton-Tyrrell 2005). In both cases, orality was the object that needed to 
be registered and transformed into artistic form.  
In the process of disciplining a national language—written and sounded—Andrade knew 
that “sacrifices” had to me made: the emphasis on a national project required the abandon of 
previous collective cultural formations. His approach to nation was part of the early twentieth 
century movement of the “invention of traditions” at the cost of reimagining one common past 
(Hobsbawm and Ranger 1992). Rather than emphasizing cultural diversity as an asset of a nation 
in formation, he interpreted nation as a dilution of this diversity. 
 
Modern poetry and urban soundscapes: Paulicéia Desvairada (1922)  
Paulicéia Desvairada (translated by Jack Tomlins as “Hallucinated City” in 1968) was published 
in 1922 as a collection of poetry that reflected the anxieties of the Brazilian modernism. Mário 
de Andrade’s previous poetry book flirted with symbolism: Há uma Gota de Sangue em Cada 
Poema (“There is a Drop of Blood in Each Poem”), published in 1917, dealt with the topic of the 
war and expressed the Catholic religious concerns of the young poet and musician under the 
pseudonym of Mário Sobral. Paulicéia Desvairada, conversely, proposed a dialogue with 
European vanguards and started with a quasi-manifesto labeled “Prefácio Interessantíssimo” 





guidelines and is itself interspersed with poetic aphorisms. Although a more comprehensive 
analysis of the text might be essential to provide an interpretation of the book in the context of 
the modernism, I am interested here in Andrade’s propositions on the relations between orality 
and written poetry. 
 One central proposition he theorized and applied within his book is the idea of “harmonic 
verses.” By comparing the development of music and poetry throughout history, Andrade 
contrasts the horizontal sequence of poetic “melodic verses” to the “harmonic verses” that occur 
simultaneously. Harmonic verses are inspired by music and sound, proposing the harmonic 
verses are imagined as arpeggiated chords. 
I consider melodic verse the same as musical melody: a horizontal arabesque of 
consecutive tones (sounds) which contain intelligible thought. Now, if instead of using 
only verses which are horizontally melodic, such as: 
 
Mnesarete, the divine, the pale Phryne 
Appears before the austere and stern assembly 
of the supreme Areopagus . . . 
 
We have words follow each other without any immediate connection among themselves, 
these words, for the very reason that they do not follow intellectually and grammatically, 
overlie one another for the gratification of our senses, and no longer form melodies but 
rather harmonies. I shall explain more fully. Harmony: combination of sounds. Example: 
 
“Ravishments . . . Struggles . . . Arrows . . .Songs . . . Populate!” 
 
These words have no connection. They do not form a series. Each one is a phrase, an 
elliptical period, reduced to the telegraphic minimum. If I pronounce "Ravishments," 
since it does not belong to a phrase (melody), the word calls our attention to its 
detachment and it continues to vibrate, waiting for a phrase which will give it meaning, a 
phrase which DOES NOT FOLLOW. "Struggles" gives no conclusion whatever to 
"Ravishments''; and, under the same conditions, as we are not made to forget the first 
word, it continues to vibrate along with the other word. The other voices do the same. 
Thus: instead of melody (grammatical phrase) we have an arpeggiated chord, harmony—
the harmonic verse. (Andrade 1968, 11–12)32 
 
 





 Although “harmonic verses” does not refer directly to orality, it suggests a metaphorical 
sound reference in which the poetical language is inspired by ideas of simultaneity that arises 
from musical structures. This simultaneity refers to two interconnected musical characteristics: 
sound and time. The poetry theory proposed by Andrade suggests that written poetic language 
should sound beyond the verses and consequently that it organizes a chronological time. He 
explains the meaning of this musical reference in linguistic terms:  
Oral harmony is not effected, like musical harmony, in the senses, because words are not 
fused like notes; rather they are shuffled together, and they become incomprehensible. 
The creation of poetic harmony is effected in the intellect. The comprehension of the arts 
expressive of the succession of time is never immediate, rather it is intermediate. In the 
diachronic arts we co-ordinate consecutive acts of the memory which we assimilate in a 
final whole. This whole, the result of successive states of mind, renders the final and 
complete comprehension of music, poetry, and finished dance. (Andrade 1968, 13–14) 
 
 Two aspects of orality, sound and language, are incompatible to the notion of musical 
harmony understood as the combination of simultaneous pitches. In music, each pitch in a chord 
refers to one another and creates new structural meanings, a feature that cannot be directly 
achieved in poetry. Words and pitches are metaphorically compared in Andrade’s proposal that 
aim to conciliate musical harmony and meaning of words using the written poetry. The arrange 
of the two sides of poetry is crafted as a modernist technique, in which orality is imagined as 
sound but impossible to render in simultaneous meaningful words. The relation between 
grammar, orthography, and orality is also suggested in excerpts that deal with the issues of a 
Brazilian written language and the registers of orality: 
The Brazilian language is one of the richest and most sonorous. And it possesses 
that really splendid sound ão (Andrade 1968, 11). 
 
Grammar appeared after languages were organized. It so happens that my 
unconscious knows nothing of the existence of grammars or of organized 
languages. And my unconscious, like Sir Lyricism, is a smuggler. . . .You will 
easily note that if grammar is sometimes scorned in my poetry, it does not suffer 





higher self. The poems: landscape of my deeper self. Pronouns? I write Brazilian. 
If I use Portuguese orthography, it is because it furnishes me an orthography 
without altering the result. (Andrade 1968, 16) 
  
The idea of a grammar and orthography that derives from a primitive language, based on orality, 
is developed into a theory that aim to create norms about writing as it sounded. The personal 
expression is related to a subconscious process in which nature and culture are inseparable: 
language must be domesticated to express primitive impulses that resemble sonorities, which are 
the way of articulating language and humanity. Andrade is referring to an ideal of universalism 
of language through primitivism as a way to justify the creation of new poetic forms. In this 
sense, he is addressing the issue of the origin of language to play with the arbitrariness of the 
modes of classifying sounds into music and poetry. However, it is curious that in these early 
writings he uses European immigrants as examples of primitivism expressed in the urban 
soundscape, leaving aside native communities and black populations. Andrade affirms different 
affects expressed in performance as the interpretative key to the poems in the book: 
 
Verses are meant to be sung, bellowed, wept. If you cannot sing, do not read 
"Landscape I." If you cannot bellow, do not read "Ode to the Bourgeois 
Gentleman." If you cannot pray, do not read "Religion." Scorn: "The Escalade.'' 
Suffer: "Colloque Sentimental." Forgive: the lullaby, one of the solos of My 
Madness from "The Moral Fibrature." I will not go on. It disgusts me to hand over 
the key to my book. If you are like me, you already have the key. (Andrade 1968, 
18) 
 
In other words: the poetry is written to be performed and the sounds associated with the 
performance are connected to affects displayed by the reader. In addition to the performance 
aspect of the modernist poetry, Andrade also suggest identification as a “key” to the 





sentiment between the narrator of the poetry and the interpreter: he is proposing that the 
interpretation departs from the classical division between mimesis and diegesis.33 In Andrade’s 
conception, the poetry has to be embodied by the interpreter through shared sentiments in a 
process in which the division between narrator, character, author, and interpreter is questioned. 
This proposition agrees with a broader nationalistic artistic project from the 1920s in which the 
foundation of a new national language requires a process of a collective sublimation and 
repressions of previous experiences (Souza 2013).   
The incorporation of vernacular language into the poetry is one way to register this 
process of language hybridization. An example he references of the uses of oral registers in the 
poetry is the expression of Italian accents of immigrants selling roasted potatoes in the urban city 
soundscape. Andrade writes juxtapositions of words to create a hybrid between poetic verse, 
semantic meaning, and onomatopoeic sound on “Noturno”: “Batat'assat'ô furnn!...” (Get-a you 
roast-a yams!...) (Andrade 1968, 55). The primitivism and the need of an organized (and 
consequently civilized) language to express national mythological character is approached in the 
descriptive and onomatopoeic sounds of the “Tupi Indian strumming a lute” in “Trovador”: 
 
Sentiments in me of the harshness 
of the men of the primeval epochs . . . 
The vernal seasons of sarcasm 
intermittently in my harlequinate heart . . . 
Intermittently . . . 
Other times it is a sick man, a chill 
in my sick soul like a long round sound . . . 
Cantabona! Cantabona! 
Dlorom . . . 
I am a Tupi Indian strumming a lute! (Andrade 1968, 23) 
 
 





“Cantabona” is the word for to the largest bell of the church and “Dlorom” the onomatopoeic 
sound of Tupi Indian playing the lute (Lafetá 2004, 363). Andrade works with two 
representations of sound that are synthetized in his characterization of the narrator of the poem: 
the specific name of the bell, which refer to a long Western Catholic tradition, and the invented 
word that emulates the imagined civilizational encounter of the Western and the native 
population. According to the Gilda de Mello e Souza’s interpretation of the poem, Andrade 
himself is the “Tupi Indian strumming a lute,” the fusion of the poet and narrator who has the 
ability to express the impossible synthesis between the Western and native, civilized and 
primitive, culture and nature, and language and sounds (Souza 2003). 
Written language, therefore, has to be manipulated to conform an orality that is 
constricted by the normative grammar of Portuguese. The proposal is of an artificial and 
modernist form of written language that pursues a translation of the soundscape, in which the 
oral aspect of language is multilayered and not bounded by the linearity of the words on the 
paper. Although Andrade’s project relies on language adaptation processes similar to the 
Romantic tradition from the nineteenth century, which, for example, pursued the rescue of 
disappearing folk traditions (Ricupero 2004) and the imagination of an unified language through 
the composition of epics (Bohlman 2012, 89-90), his view incorporated poetic avantgarde 
techniques and modern sensibilities of the urban life in the early twentieth century. A similar 
project in relation to music material is formulated by Mário de Andrade later in the decade.  
 
Listening to the music of the nation: Ensaio sobre Música Brasileira (1928)  
In 1928, the same year in which Mário de Andrade published his most famous novel 





In the Essay, Andrade provides composers with ideological and theorical arguments that urge 
them to nationalize their works. In the first part of the Essay, entitled “Música Brasileira,” he 
describes the actual state of the development of music in Brazil, in which he sees the need to use 
folkloric and popular music in the creation of artistic music. By referencing general trends of 
popular music from some characteristics, such as rhythm, melody, polyphony, instrumentation 
and form, he creates a system in which it is possible to judge what an artistic Brazilian musical 
composition is and what it is not. One consequence of these arbitrary choices is the division 
between a national music that is social and authentic, and therefore valuable, and the 
individualist and international compositions that were useless to the nation. José Miguel Wisnik 
reading of the Essay outlines the project of nationalizing the musical language through the 
incorporation of popular aspects as a way to avoid exoticism and banalization (Wisnik 1983, 
142-145).  
 Although Andrade does not refer directly to orality as a popular ground to be 
appropriated and transformed by music composers, its relevance is implied in several excerpts. 
When he is discussing the melodical aspects of the popular music and its adaptation to an artistic 
form, he mentions the dilemma of composers facing expressiveness: “By using the popular 
melodic or inventing pastiche themes, the author impoverishes expression. This happens 
especially in sung music, in which the composer should musically respect the content of the 
words” (Andrade 1962, 39).34 Words and melody are concepts that works as opposing concepts 
in their popular forms: music is inexpressive because it has no intrinsic meaning. The artistic 
translation that preserve expressiveness, then, should be able to retain the meanings that are lost 
 
34 Original: “O emprego da melódica popular ou invenção de temas pastichado ela, fazem o autor empobrecer a 






when the popular song is separated from its words. The solution proposed by Andrade to 
preserve authentic expression is to use the dynamogenic power of music, defined as the effects 
that music creates on the bodies that receive it.   
In the second part of the Essay, Andrade compiled a group of melodies collected and 
transcribed. He transcribes the songs in musical notation, providing the text and comments. One 
of his intentions is to precisely attribute the oral source for the melodies. He recognizes the limits 
of the Western notation and adds a short glossary of the musical writing: “the notes signs 
between parenthesis that exceeds the bar lines indicate short prolongations of sounds made by 
the cantadores” (Andrade 1962, 75). His transcriptions provide musical notation, lyrics, and a 
short comment that describes an interesting feature, for example, a detail on the context of 
performance or a musical detail that he intends to highlight. The transcription of lyrics also uses 
a vernacular language that deviates from conventional grammar rules and suggests an oral origin. 
For example, he registered in the title of the book he vernacular form “Vamo Dançá” rather than 
the “Vamos Dançar.” He mentions that this choral sung Fandango was transcribed from a 
woman singing in Cananéia, São Paulo35: 
 














Pra adonde vai? 
Cabelo cortado, 
Faixa pra trai, (trás) 
Vestidinho branco, 
Tênis no pé... 
 
A moda bailada, 
É bom de dançá 
Si é mais puladinho, 
Mais bonitinho; 
Si é mais repicado, 
Mais maxixado; 
 
Si é mangirão 
É mais engraçado! 
Vamo dançá! 
Na moda batida 
Vamo escondê, 





Where are you going? 
Cut hair, 
Ribbon behind 
Little short dress, 
Shoes on feet... 
 
The fashion danced, 
It is good to dance, 
If it is more jumped, 
It is prettier; 
If it is more repicado, 
It is more maxixado; 
 
If it is mangirão 
It is funnier! 
Let’s dance! 
In the beated mode 
Let’s hide! 
For the people 
Not to realize! 
 





   
The provided musical transcription and comment indicate a desire to notate precisely what he 
heard. The indication that the triplets were always sung in the same place and not a syncopation 
imprecision, implies that he asked his informant to sing the same song more than once. Orality is 
not only a feature that Mario de Andrade wanted to preserve in his project to nationalize 
Brazilian art music, but it is also related to the authenticity of its performance. By transcribing 
precisely and commenting on the process of collecting songs, Andrade is using a methodological 
strategy that provides authenticity and authority to the source and suggests the neutrality of the 
writer. Paradoxically, the more successful that the creation of an archive of popular songs to 
understand what the music of the nation was, less neutral the collector of the songs became. The 
accumulated knowledge, rather than defying definitions, created new ones37.  
 
The Department of Culture and the ‘routinization of the modernism’ 
In 1935, Mário de Andrade was named the director of the recently created Department of Culture 
of the city of São Paulo. His appointment and the organization of the institution, the first public 
initiative in the country that was responsible with the administration of culture, were suggested 
by Fabio Prado, mayor of the city and heir to a significant political capital: his grandfather was 
Antonio Prado, who between 1889 and 1910 lead the modernization project in the city; Fabio 
Prado also had the support of the contemporary paulista intellectual establishment that pursued 
the recovery of São Paulo’s prestige after their defeat in the 1932 Revolution. The Department of 
Culture was, then, a part of a cultural project, accompanied by the creation of universities and 
 
37 The ethnomusicologist Elizabeth Travassos provides a useful comparison between two different models of 
imagining nations through collecting and transcribing popular music: Mário de Andrade and Béla Bartok. She 
argues that both faced similar challenges in representing the diversity of musical practices in their countries coming 





urban modernization in the city that aimed to reestablish the decadent coffee oligarchy political 
dominance of São Paulo (Abdenur 1992). 
 By naming Mário de Andrade to one of the key positions in this political project, the 
political and intellectual communities recognized the continued relevance of the modernist 
movement from the 1920s. The literary critic Antonio Candido named this process as the 
“routinization of the modernism,” in which the culture was reorganized in the country, reuniting 
and “normalizing a series of aspirations, innovations and feelings generated in the 1920s, in 
which the seeds of multiple and large changes had been planted” (Candido 1984, 27).38 The 
modernist project, which included the establishment of new forms of representation of local 
reality, was accepted as a norm in the new political configuration, which changed its status in the 
social field of cultural production. If, in the first moment, the opposition to the establishment of 
cultural standards was the driving force for modernist changes, then the recognition of its success 
required new ways of signifying culture. An official political position reshaped Mário de 
Andrade’s position in the intellectual field, leading projects that surpassed the call for action 
from poets and musicians but proposed real changes in the management of cultural resources. 
The definition of culture could not anymore be given in the pages of a book, but instead needed 
to be transposed into action, such as the creation of institutions and artistic groups. 
          During Andrade’s administration, from 1935 to 1938, the Department of Culture was 
organized in four divisions: Cultural Expansion, Education and Recreation, Libraries, and 
Historical and Social Documentation. These opened paths in public policies for culture in a 
variety of ways, such as creating literacy programs, providing incentives to artistic education, 
social and historical research, and recognizing and preserving of tangible and intangible 
 
38 Original: “Normalizar uma série de aspirações, inovações e pressentimentos gerados no decênio de 1920, que 





Brazilian heritage (Souza 2016). In relation to sounds, words, and orality, I highlight two sets of 
initiatives: one centered on music and the other on ethnographic research. 
 In 1935, the Department of Culture created and supported musical ensembles, such as the 
Haydn String Quartet, the São Paulo Piano Trio, the Coral Paulistano, and the Madrigal, all 
performing regularly in the Municipal Theater. These musical groups were also the main source 
of repertoire for the Discoteca Pública Municipal, a library that was a center for musical 
research, documentation and diffusion. The proposal for the organization of music in São Paulo 
created the possibility to expand musical access to the population and to diversify a repertoire, 
which was either centered on the elite taste or promoted by commercial companies. One 
additional project that was never put in practice was the Radio School (Rádio Escola), which 
intended to use the new technologies of radio broadcasting with educational goals that countered 
the discipling forces of the central radio from the National government and aimed to create 
critical listeners (Souza 2016, 24). Andrade’s cultural project for the city relied on the 
assumption of music as a driving force for social change, specifically through an explicitly 
nationalist project connected with educational and research goals.  
 In addition to housing musical activities, the Discoteca Pública Municipal also hosted the 
Society of Ethnography and Folklore (Sociedade de Etnografia e Folclore) that worked in three 
areas: the realization of research, the institutionalization of a scientific laboratory according to 
international standards, and the creation of partnerships with recently founded French 
institutions, such as the Musée de l’Homme and the Musée des Arts et des Traditions Populaires 
(Valentini 2010, 19). The Society of Ethnography and Folklore was founded in a collaboration 
between the Department of Culture and a couple of French anthropologists who were invited by 





Claude Lévi-Strauss and Dina Dreyfus Lévi-Strauss. The Society promoted courses on 
ethnography, conducted by Dina Dreyfus in 1937, and supported field research around the city of 
São Paulo, which Claude Lévi-Strauss registered in his Tristes Tropiques as “Sunday 
ethnographies” (Lévi-Strauss 1961, 111). This field research was part of the project of 
understanding popular practices, formulating knowledge that could be used to create public 
policies. The Lévi-Strauss’ couple were a decisive influence in Andrade’s understandings of 
anthropology and ethnography in the late 1930s. Andrade, as a cultural administrator, not only 
supported the methodologies brought by the Europeans anthropologists of a meticulous process 
of observation, participation and writings, but also applied the techniques to his own projects.    
Among the practices studied by the members of the society, dances and festivities were 
highlighted among their practices and could be studied with the use of new technologies such as 
recordings, photographs and films. The study of sounds, and specifically the voice in relation to 
musical practices, was a central topic for Mário de Andrade’s research amid his duties in the 
institution. For example, in his essay on the rural samba, he addressed some issues on the 
knowledge formulated of the musical practices diluted by the soundscape. He argues that the 
human interpretation of the ethnographer cannot be replaced by the recording technologies:  
 
We must use mechanic recordings in disc and film. Nevertheless, we should not 
forget the deficiencies of the insensible recording machines. From the experiences 
made by the Discoteca Pública, regarding almost identical cases, singers and 
soloists, the most important vocal people in samba, congada and cateretê, lose 
totally or almost totally the rhythmic perfection and the easiness to sing, even 
when stead and away from the dance. It is then not possible, or very hard, to 
provide singers with a mobile microphone that would follow their movements. As 
they are blended during dance with percussion instruments and dominated by 





from which would not be possible to understand melody nor the text. (Andrade 
1937, 45)39  
  
Although Andrade never conducted a sound recording project in which he operated the devices, 
he wasn’t opposed to the use of new developed technologies. Curiously, his experience in the 
field with mechanical devices was limited to photographs and films; he registered sounds by 
writing melodies and lyrics in notebooks. One possible limitation for the sound recording was 
the technological development in the 1920s and the material access to the recording devices. He 
praised the perspective of the ethnographer who, in the field, had his own positionality in relation 
to the event being registered. In his practice the act of writing was central to the transmission of 
the experience and he practiced with several genres which include his diaries in his travel to the 
Amazon in 192840, newspaper articles during the northeast travel in 1929 and ethnographic 
writing, according to the practice of the period, in the cited essay on the rural samba from 1937. 
Andrade’s suspicion of sound recordings implied not only consequences for the writing 
practices, but for the reception. In one article published in 1930 entitles “Histories of Music”, he 
discussed the role of the phonograph not as a technology of sound reproduction, but as a source 
of sound itself. 
 
The phonograph creates special sonorities that can be much better developed if used by 
artists. Pay attention, for example, when we listen to a piece for violin or piano played in 
the phonograph. There is no doubt that we recognize that the instruments that registered 
 
39 Original: “Há que recorrer à gravação por meios mecânicos, disco e filme. Convém todavia não esquecer as 
deficiências das insensíveis máquinas registradoras. Pelas experiências já feitas na Discoteca Pública, para casos 
mais ou menos idênticos, os cantores, os solistas, as figuras vocalmente principais do samba como da Congada ou 
do cateretê, perdem totalmente ou quase,  perfeição rítmica e a facilidade de entoar, quando parados e postos à parte 
da dança. Não é pois possível, ou será dificílimo, pô-los junto a um microfone móvel, que pelo ar fosse conduzido 
junto à boca dos cantadores principais, e se movesse com estes, como estes estão misturados na dança aos 
instrumentos de percussão e dominados pelo ruído, o insensível microfone registraria tudo, um estrondo ritmado em 
que não se poderia distinguir bem a melodia e muito menos o texto.” 
 





the sound are the violin or the piano, but listening closer, one notices that it is not a violin 
nor a piano that produce the sound: it is the phonograph (Andrade 2010, 32).41 
 
For Andrade, the phonograph could “represent,” but not “reproduce” sounds. It created 
analogous vibrations that had similar properties to the original source (e.g. the instrument that 
was recorded) but could not replace it. The creation of this “representation” happened through a 
technical process that necessarily implied in losses that are not explicit, or even controllable, 
neither by the listener nor by the recorder. Facing the inevitability of this mediation as 
representation, Andrade preferred a process under his control: the pen and the typewriter were 
better instruments to his intellectual and artistic project. 
The emphasis on writing to represent the diversity of cultural practices of the country 
exemplifies the Latin-American modernization process, which Ángel Rama centered in the 
“lettered city” (Rama 2015). Although Andrade was not writing about a limited urban space, his 
project of writing the popular practices of the country is consistent with Rama’s model of the 
modernist project led by intellectuals. Through the creation of music institutions and the support 
for research on popular practices, the Department of Culture assumed that the folklore could be 
domesticized and incorporated into a national official culture. Regarding music and sounds, the 
assumption was that this mediation of intellectuals would lead to the expansion of citizenship 
beyond urban centers and that popular practices could subvert the institutional official practices. 
Andrade, then, assumed that in the circles of the “lettered city,” a feedback loop would be crated 
between folklore and high culture. A result of this process would be an interchangeable relation 
between written words and the sound expression of the written words. One attempt to discipline 
 
41 Original: “O fonógrafo realiza sonoridades especiais e que ainda podem ser muito mais especificadas se os artistas 
tratarem disso. Se repare por exemplo quando a gente escuta uma peça pra violino ou pra piano, executada ao 
fonógrafo. Não tem dúvida que a gente reconhece que os instrumentos realizadores do som registrado são o violino e 





language, even though not successful in its implementation, was the organization of a conference 
dedicated to debating those issues.  
 
Disciplining language and speech: Primeiro Congresso da Língua Nacional Cantada (1937) 
Another instance for this process of institutionalization of written language and oral transmission 
was the organization by the Departamento de Cultura of the First Conference on the National 
Sung Language in 1937. The initiative, which did not result in any effective policy into the 
spoken practice around the country, pursued to set standards for oral performance on the stages. 
The event was a response to the lack of systematization of singing practices in relation to the 
Brazilian pronunciation, but also can be read in relation to a national-modernist project of 
unifying the diversity of regional cultural practices.  
The core of the resolutions of the debate that is the emended version of the proposal was 
published in the annals of the conference, which was named “Rules for the Good Pronunciation 
of the National Language in the Erudite Singing”. Although the title of the document eludes to 
“erudite singing” the text of the approved project and the minutes of the conference suggested 
that the scope was broader than that. The “Standard Language” section of the document define 
“Erudite singing” as any kind of oral performance of a written source: “The national speech, 
disturbed by strong regional phonetical differentiations, is still undefined in artistic 
manifestations, in theater, in declamation or singing” (Departamento de Cultura 1938, 55)42. At 
this point it is clear that the intention of controlling speech from a social class standard, in which 
what is being discussed are the modes of speaking of a high or “erudite” class: “What cannot be 
left adrift and without any civilizing criteria are the erudite manifestations of the art of speaking, 
 
42 Original: “A fala nacional, perturbada por fortes diferenciações fonéticas regionais, ainda não se definiu em suas 





which in all countries are fixed by consensus in a happy tradition or by the determination of 
competent organizations” (Departamento de Cultura 1938, 56). Theater, declamation and singing 
are the modes of performance that are being standardized and are described as the “art of the 
speech,” on the same basis that an idea of a shared social world based on nationality was being 
promoted:  
There are no doubts that Brazilian stage artists are concerned with a clear 
pronunciation of words. But the art of saying, the diction, is not only concerned 
with the clear emission of phonemes. It is necessary not to forget that there are 
neither phoneme without timbre, nor word without racial sonority. It is necessary 
not to forget mainly that a word without its customary clearly established 
phonemes, several times becomes more incomprehensible than other with a more 
careless pronunciation, yet bearer of the racial timbre that shaped it 
(Departamento de Cultura 1938, 57)43.    
 
The idea of association between timbre and racial sonority seems to reflect the ideals of 
civilization in which all racial and ethnic marks are erased in favor of a nation. The uniformity of 
the modern nation might refer to ideas in the 1930s of the racial melting pot, expressed in the 
“ideology of racial democracy” discussed by Gilberto Freyre, but also contemplated in the “myth 
of the three races,” from which Mário de Andrade borrowed inspiration for his Macunaíma 
(Maggie 2005). Nevertheless, the problematic comparison between phonemes and words, timbre 
and race, does not more than express a desire for a nation in which sounds are disciplined and 
therefore civilized into a new unity. As I will argue in the analysis of Andrade’s voice, this 
centralizing project led by intellectual occupying political positions faced its limitations in 
individual cases. Despite the efforts of recognizing minorities and the parts which forms the 
 
43 Original: “Não há dúvida que os artistas do palco brasileiro se preocupam em pronunciar claro as suas palavras. 
Mas a arte de dizer, a dicção, não consiste apenas na emissão clara dos fonemas. Carece não esquecer que não existe 
fonema sem timbre nem palavra sem sonoridade racial. Carece não esquecer principalmente que uma palavra com 
seus fonemas claramente batidos, muitas vezes se torna mais incompreensível que outra de prolação mais 





whole, the project of crafting a nation from an imagined racial solidarity remained a discourse 
connected with a colonial discourse.  
This position is cleared stated in one exception of the rule: “The First Conference on the 
National Sung Language agrees however that regional pronunciations, when used as 
characterization effects, may and even must be used in theater, declamation and regional singing. 
That is the case for regional characters in the erudite theater” (Departamento de Cultura 1938, 
60).44 This distinction between ‘erudite’ and ‘regional’ reveals some of the shared beliefs in the 
role of intellectuals as guides of the nation and also a hierarchical classification of modes of 
performance. The participants of the event are ruling stage performances in which there are no 
regional characters, thus naming the ‘erudite’ practices as an unmarked category. Regional and 
popular performances are left out of the regulation, as practices that cannot be directly ruled, but 
affected through tradition in the long run. However, this proposition allows for the use of 
different modes of pronunciation on the stage: it creates a justification for the manipulation of 
modes of speech in relation to the representation of characters. In other words: if a regional (or 
racialized) character appeared on the stage, they could speak or sing in a different dialect, as it 
would match its persona.  
The debate of the whole conference, which also reflects the modernist approach to nation, 
exposes its limitations in relation to the sound aspect of language: how to control the diversity of 
speech spoken around the country in favor of a unifying national pronunciation? The response 
given by this case is that intellectuals should be able to set the standards of what is and what is 
 
44 Original: “O Primeiro Congresso da Língua Nacional Cantada obtempera porém que as pronúncias regionais 
quando sirvam para efeitos de caracterização, podem e mesmo devem ser usadas no teatro, na declamação e no 





not appropriate. In the next section, I will discuss how Mário de Andrade embodies all this 
discussion on sounds and voice in his recorded singing performance.  
 
Folk repertoire: singing an imagined nation 
The repertoire chosen to be performed by Andrade in the recording session illustrates his 
projected audience: both of the songs are related to Turner’s interests, or at least what Andrade’s 
imagined that Turner was looking for. That is probably why he chose these two songs: both 
represent not only different ideas of the national language and folklore crafted by Andrade, but 
also what he thought could be of the interest of Turner. In this section I will investigate 
Andrade’s affective relation with these two songs. I am not claiming any rational intentionality 
into the choice of the repertoire, nor to project a psychological reading of Andrade’s mind. 
Between a deterministic reading of the choice of the repertoire and a complete aleatory draw, I 
argue that Andrade’s choice intends also to claim a space for his national project. Upon his 
singing, he projects himself not only as an individual inclined to understand cultural expressions, 
but also as representing some national values. Therefore, by close listening to the recorded sound 
I compare it to the other references to the same songs in Andrade’s writings and his sources. 
In the recording of Lorenzo Turner’s collection, Andrade comments on the repertoire 
chosen by him and by his friends. He describes both of the songs he chose relating to its sources: 
the first one is a beggar’s song that he collected in the state of Paraíba and the second one is a 
slave song from the time of the abolition, which happened in 1888 in Brazil. Although both 
songs are called folk songs, they reflect different historical and geographical settings: the first 





the second, Andrade mentions he doesn’t know its origin, but cites the publication source, a 
songbook published by the German pianist Albert Friedenthal in 1912.  
  
“Deus Lhe Pague a Santa Esmola” 
During the 1929 travel to the northeast states of Brazil, Andrade published weekly chronicles in 
the São Paulo newspaper Diário Nacional. Using excerpts from his diaries, his reports, named as 
the suggesting title of “The Apprentice Tourist,” narrated his discoveries with the preserved 
traditions of the country, mostly away from the modernization process which accelerated the loss 
of a romantic popular culture in the southeast. In his entry on January 20, published in the São 
Paulo newspaper edition of February 28, he described the context for the register of the melody: 
 
Catolé do Rocha, the capital of the bandits of Paraíba, is sort of crooked in 
appearance, with two large town squares adjoined and in different planes. The 
prettiest little convent in simple baroque style. Over there, the Sun makes of the 
chapel in the hill an exquisite star.     
Under the shadow of the houses there is a wheelbarrow with a crippled woman 
inside. She is still young, with silly looks. Her features can be considered pretty, 
her gorgeous dental arches always in sight shining through dripping spit. The flies 
have chosen the lady’s mouth to land on. When they bother her too much, the 
foolish girl45 cleans her mouth in her shoulder and resumes drooling and 
laughing. She does not know how to speak, only to laugh. The legs are like red 
cords tossed whichever way, inside the barrow. At its side, an old woman sits on 
the ground, most of her face covered by a shawl. A woolen shawl! When alms fall 
into the bowl, the foolish girl quickly takes the money and gives it to the old 
woman. The latter then sings a hymn46 of gratitude. She has a clear voice and the 
hymn is musically astounding. We feed its prolongation with alms while I retrieve 
my music notebook and write down the song. The disconcerted folk surrounded 
me, drunks, boys, women, all of them spying the odd notebook. Only the beauty 
of the singing could keep me in the mayhem.  
 
May God pay thee the holy alms 
May God carry thee in his chariot,  
 
45 Andrade uses the word boba which is common parlance to refer to a young woman with a mental disability.  
 





Guided by angels,  
Surrounded by flowers,  
Sat by his right-hand side 
At the feet of Our Lord! 
I finish noting down the melody and remain in astonished contemplation of its 
ingenious simplicity. Such perfect lines, such a balanced composition! And what 
a refutation of certain theories. Song in major scale and rapid pace, and still of 
such marvelous suffering, pitiful, unfortunate, sad even. (Andrade 2015c, 332-
333) 47  
 
Andrade’s description localizes the source of the melody in different levels: the town of Catolé 
do Rocha in the Paraíba state, the shadow of the house and old woman sitting on the ground with 
her child and the voice of the woman thanking for the alms. Reading his narrative, I can imagine 
the soundscape of the scene, with all curious people looking into the ethnomusicologist curious 
notebook. The melody, thus, is part of a multisensorial experience captures by the observer and 
listener: the transcription is part of the embodied practice of being there (see Example 2). His 
register encompassed visual and sound descriptions, from a singing to a hearing body. 
 
47 Original: “Catolé do Rocha, capital do cangaço paraibano, é meia espandongada no jeito, com duas praças 
grandes, contíguas e em plano diferente. Um conventinho muito bonito em barroco simples. Lá num morro a 
capelinha é uma gostosura de estrela que o Sol faz. Na sombra das casas um carrinho de mão tem uma aleijada 
dentro. É moça ainda, feição de boba. Traços até bonitos, dentadura linda sempre à mostra brilhando na baba 
escorrendo. As moscas escolheram a boca da moça pra pousar. Quando atormentam por demais, a boba limpa a boca 
no ombro e recomeça babando e rindo. Não sabe falar, só sabe rir. As pernas são cordas vermelhas atiradas por aí, 
dentro do carrinho. Junto deste está uma velha sentada no chão, coberta quase a cara toda com o xale. Xale de lã! 
Quando a esmola cai na cuia, a boba pega o dinheiro depressa e dá pra velha. Então esta canta um “bendito” de 
gratidão. Tem a voz nítida e o bendito musicalmente é maravilhoso. Alimentamos a continuação dele com esmolas 
enquanto pego meu caderno pautado, e anoto a cantiga. O povo me cerca sarapantado, bêbados, meninos, mulheres, 
tudo espiando o caderno esquisito. Só mesmo a boniteza do canto me sustenta no escândalo. 
 
Deus li pague a santa esmola 
Deus li leve no andô, 
Acumpanhado di anjo 
Acirculado di flô, 
Assentado à mão direita, 
Aos péis di Nosso Sinhô! 
 
Termino de anotar a melodia e fico maravilhado contemplando a simplicidade genial dela. Que perfeição de linha, 
que equilíbrio de composição! E que desmentido pra certas teorias. Canto em maior e rápido e apesar disso duma 





Example 2: Bendito, collected by Mário de Andrade and published in “Melodias do Boi e Outras Peças.”48  
 
 
Andrade recounted the same story in another article ten years later. Written for the 
literary supplement of the newspaper O Estado de S. Paulo, he described Catolé do Rocha as 
“the enchanted dominion of cape and sword novels,” an almost fantastic landscape for his 
readers from the urban centers of Rio de Janeiro and São Paulo. He suggests an idea of 
 





authenticity which resembles romantic notions of purity in an untouched region, which also 
suggests an ethnographical authority of the ethnographer who was there. The perspective of the 
encounter with the singing woman was, in this case, mediated by another register: a photograph 
he took there. He recounts his experience recurring memories activated by the image, which was 
also included in the publication (see Figure 4): 
 
It was Sunday and in the white little church, admirable for its harmony and its 
tower-less front, the procession was coming in. The sky was black with clouds 
that would not settle on raining over the earth and, only towards the setting sun, a 
glimpse of clear sky let a few lasting sunrays focus on, for effects of the 
photograph that precedes these reminiscences, the church and the houses to its left 
in the huge empty square. On top of the hill, a small devout chapel also sassily 
shouted its free-of-dust-white color, as if a defect in the photographic film. And 
the colorful houses, scarlet, blue, lime-green, played, in hopeful joy, with their 
fierce surroundings.  
… 
In a corner, near a more proper store, an old woman sang sitting on the ground. 
By her side, in a small barrow, there was a disabled woman, who was on top of 
that, a fool. She laughed, and laughed more, looking at everyone, and following 
those who passed through with her gaze. Her open mouth let flow slimy spit that 
swung hanging and catching the last light of the day. Flies, flies played on her 
mouth, and entered to her chest, that was full in light of her twenty something 
years. And the old woman repeating her admirably melodious hymn: 
May God pay thee the holy alms! 
May God carry thee in his chariot!    
My travel companions wanted to leave; it was a distressing scenery. I asked of 
them only the moment it took to record the melody in my notebook. And we left 
as if nothing had been. (Andrade 2015c, 446-447)49 
 
49 Original: “Era um domingo e na igrejinha branca, admirável pela harmonia da sua fachada sem torres, a procissão 
entrava. O céu estava negro de nuvens que não se resolviam a chover sobre a terra e, apenas do lado do poente, uma 
nesga de céu limpo deixava uns últimos raios de sol focalizarem, para efeitos da fotografia que encima estas 
evocações, a igreja e as casas da sua direita, no imenso largo vazio. No alto do morro, uma capelinha votiva também 
gritava muito espevitadamente o seu branco sem poeira, como um defeito de película fotográfica. E as casas 
coloridas, encarnadas, azuis, verde-limão, brincavam, numa esperança de alegria, com o ambiente feroz. 
... 
De um lado, junto a uma lojinha mais propícia, uma velha cantava sentada no chão. Junto dela, num carrinho, estava 
ajeitada uma paralítica moça,inda por cima, boba. Ria, ria muito, olhando todos, seguindo os que assavam com o 
olhar. A boca aberta deixava escorrer uma baba gosmosa que pendia oscilante, colhendo as últimas luzes do dia. 
Moscas, moscas brincavam na boca da boba e entravam-lhe pelo colo, que era cheio em seus vinte anos. E a velha a 
repetir o seu bendito admiravelmente melodioso: 
 







Figure 4: “Convento / Catolé do Rocha / Paraíba”, photograph by Mário de Andrade.50 
 
The description of the landscape of the city was reanimated by the photograph. The 
mechanical register of light revived memories that included the writing of the melody on the 
music score. As Esther Gabara argues, “Mário used photography to alter the genre of landscape 
and thus created a modernist ethos that is simultaneously abstract and located in Brazil’s colonial 
experience” (Gabara 2008, 41). The photograph works as an archival image that triggered 
memories and allowed the writer to intervene in the reality. Seeing at a distance, there is nothing 
 
Deus o leve em seu andor! 
 
Meus companheiros queriam partir, o ambiente angustiava. Pedi-lhes apenas o 
momento de gravar a melodia em meu livro de notas. E partimos sem que nada houvesse.” 
 





remarkable in the architecture or on the hill on the back. However, the ability to zoom in and 
provide details of an experiential time, which included music and people, co-create the meaning 
of modernity suggested by Gabara. Once again, what is evoked by Andrade in his multimodal 
narrative is the point of view of the body who saw, heard and stored the experience. The sound 
recording from Turner’s archive closes the cycle of the representation and re-embodiment 
through mediated forms: the chronicle written as a travel log, the photograph that activates 
memories and the voice that resounds the bodies.  
Andrade’s singing performance of the music recorded by Turner’s equipment refers to his 
bodily experience that is reinforced by the writings he made about that. The memory is created 
and reperformed in different media, even after 10 years of the first encounter with the melody. 
Comparing the musical score that he named “O Bendito de Catolé do Rocha” and compiled to a 
postumous book Melodias do Boi e Outras Peças, we hear a perfect rendition of the song: he 
knows very well all the details and does not hesitate in any aspect of the performance. 
 
“Toca Zumba” 
The second piece that Andrade sings has a completely different mediation. As he mentions in his 
comments, Andrade knows that it was published by Albert Friedenthal book Stimmen der Völker 
in Lieder, Tänzen und Charaktenstücken, published in Berlin in 1911. In the description he 
provides he claims that the song named “Toca Zumba” is a “song of the black Brazilian slaves 
from the time of the abolition” which spread throughout the whole country. He also adds that, in 
relation to the geographical origin of the song, he doesn’t know the regional origin of the “Toca 
Zumba”.51 Besides the reference to Friedenthal’s book, all other mentions he makes to the song 
 
51 “Mário de Andrade and Friends, Brazilian songs”, Sound Recording, 12-3474; Lorenzo Dow Turner Collection 





refer to a collective projected past in which the lyrics and performance would correspond to a 
historical moment. Different from the previous song, Andrade’s loose conception of the origin 
and the history of the “Toca Zumba” reflects a less experiential relation with the song which 
sounds, then, less authentic. I will start to unfold the narrative from Friedenthal’s book to finally 
understand Andrade’s performed version.   
 The book Stimmen der Völker in Liedern, Tänzen und Characterstücken edited by Albert 
Friedenthal (1862–1921) and published in 1912 fits both the category of an album of music 
scores and comparative musicology. The first section explores the “Folkmusic of the American 
Creoles” (Friedenthal 1912, cover) and is divided in geographical areas, in which the sixth part is 
dedicated to Brazil. Through the whole book, comprised of 72 scores for voice and piano or 
piano solo, the author interchangeably uses the English terms “collected” and “edited” as terms 
to refer to his compilation. In addition to comments to all the pieces and to each of the parts of 
the book, he also provides phonetic transcriptions and translations of the lyrics to German, 
French and English (see Appendix).  
The solution proposed by Friedenthal to translate the sounds of the score into his 
audience is a curious one. Not only did he provide a non-literal translation of the text, which 
follows his interpretation of the lyrics according to the different languages—German, French and 
English—but also provides the phonetic transcription also written in reference to the sound of 
these three languages. I read this editorial choice as a solution to the performative practice of the 
text: to the piece to be performed, the dialect needed to be sounded in a unified way. The 
phonetic translation suggested an approximation between sounds and languages that imagined a 





  In the preface to the book he mentions that most of the repertoire was gathered during his 
travels to the American continent between 1885 and 1901 and that he made correction to musical 
aspects of the songs, rearranging it according to compositional rules. In the preface he also 
justifies the title of “American Creole,” referring to racial miscegenation in the continent, which 
despite different colonial domination—Spanish, French, and Portuguese—they all shared 
musical practices. Friedenthal’s exotifying and colonial perspective in his text is also emphasized 
by the attribution of rhythmic complexity to African cultures and melodic and harmonic to 
European civilizations (Friedenthal 1912, I. IX).  
In 1887, the year of the German pianist travel to South America, Brazil was still under 
the rule of an emperor, Dom Pedro II. Although the book was published 25 years later, during 
Brazilian Republic, in the part dedicated to Brazil, Friendenthal describes Brazil as an empire of 
Portuguese origin. In his translations to that section, he uses the words “Reich” in German, 
“empire” in French, but “country” in English, possibly as a way to be sympathetic to each of his 
potential markets. He also writes about the racial formation of Brazil and its musical 
consequences: “In no other country on the American continent have so heterogeneous racial 
elements ben welded together as in Brazil. The music of its people reflects this composite 
character” (Friedenthal 2012, VI.3). However, the German pianist classifies the African 
influence tokenizing race in songs: all scores 65 to 69 are described as “negro” dances or songs. 
The song that Andrade mentions from the book is the number 66, here named “O 
Bilontra” and subtitled as “Song and dance of the Brazilian Negroes.” The English version of the 
short description that is provided is worth to be read in its totality: “Best translated by ‘loafer.’ A 





The words are in corrupt Portuguese (negro patois), and parts of the song are untranslatable. It 
takes a very keen sense of fun to render the piece” (Friedenthal 1912, VI.16).  
Even without a more careful historical research, it is easy to read the contradiction of this 
description: genuine and composed, genuine and corrupt. Similarly to the argument made by 
Andrade regarding the same piece—it is possible to infer that Andrade was inspired by this 
uncritical account to recount the history of this piece—there is only one empirical historical 
evidence that supports another whole layer of attributed meaning: the name of the composer 
“Gomez Cardim.”  
The composer referred is probably João Pedro Gomes Cardim (1832–1918), a Portuguese 
composer who was established in Brazil. In 1886, he composed the music for the teatro de 
revista O Bilontra,52 with a text written by Artur Azevedo and Moreira Sampaio. The play, 
which includes a subtitle that reveals the historicity incorporated in the satirical representation on 
the stage, “a Rio de Janeiro revue of the year 1885 in 1 prologue, 3 act and 17 scenes” (Azevedo 
1985), was one of the greatest success of the stages and “its music being sung on the streets and 
houses” (Siciliano 2014, 62). Inspired by events from the previous year, the text of the play 
offered a comical and critical representation of the society. Rather than the translating the title 
for “loafer” as Friedenthal proposes, Chakzel summarizes the proposal of the play contained into 
the word bilontra: “Azevedo chose for his title the recent coinage bilontra, which denoted a 
trickster figure: usually a young man who relishes his life of leisure and seeks unconventional 
means of earning money” (Chakzel 2006). 
Although the name of the composition chose by Friedenthal referred to this play, the text 
does not contain any references to the lyrics of the song, nor to slave characters. However, the 
 
52 The genre “teatro de revista” refer to entertainment plays which combines music, dance and sketches. It is related 





criticism of the play suggests that the performance included an omitted number from the 
published text: a chorus of black man who sang the “sexagenary jongo” (Tibaji 2008, 25). This 
piece, probably the one published by the German pianist, reveals two important references: the 
genre jongo, an African-Brazilian dance and the approval of the Saraiva-Cotegipe Law, 
popularly known as the Sexagenary Law in 1885, which freed all enslaved people above 60 years 
old. Before the abolition in 1888, the subject of the representation of slavery on the stage and 
part of the published text was problematic and that is a reason for the absence of the number in 
the play. The score was published separated from the text and the music also circulated orally 
that year (Souza 2009, 157–58). 
One aspect of the performance however remains unclear: assuming that the “Toca 
Zumba” was performed in the successful play in 1886, who sang it? The absence of a racialized 
cast on the published text of the play and the circulation of the genres “jongo” and “black 
dances” suggest that the song was performed in blackface. Martha Abreu suggest that this 
practice was common in the entertainment theater scene in Rio after the 1870s (Abreu 2015, 14). 
Specifically, she mentions that other Artur Azevedo plays used the jongo as a reference to black 
bodies on the scene and that he incorporated racialized characters such as “an Old Black John” 
(Abreu 2015, 14-15). The performance on blackface of this song reveals not only a practice 
which connected North and South American elite practices regarding race and slavery but has 
decisive consequences for the authenticity claimed by Andrade in his interpretation.  
 Although Andrade repeated Friedenthal’s narrative on the origin of song, his version 
differed considerably in relation to the published musical score. Not only did he omit the 
modulatory section in which a strongly political position is shifted (“And for the whites what a 





the verses and musical setting of the German pianist. The strophic poetic form parallels the 
musical form of the score according to the scheme ABACDA, with all sections being repeated 
one time (see appendix). In a comparison to the verse structure of the score, Andrade sings 
ACACBA, a simplified version in which the second chorus that in the original version leads to 
the modulation, becomes part of the original verse. As a result, rather than the modified rondo 
form, Andrade sings a simplified binary form: aba’ (in this interpretation of the form, the AC 
from the score is merged into a new a.)  
This shift in the order suggests a slightly different meaning to the narrative. In the score 
case, the normalized situation narrated by the score (A: appendix, m. 3-13) encompasses the 
gradual abolition of the slavery and the right to property. The refrains comment on different 
aspects of the abolition: the contradictory, but celebrated position of the king (B: appendix, m. 
13-18), the end of the physical violence (C: appendix, 30-33), and a utopian political inversion of 
racial power in the future (D: appendix, m. 38-45).  
In Andrade’s rendering, the verse refers to the freedom gained from the gradual abolition 
which result not only in a right to property, but also normalizes the absence of physical violence 
(a). The only chorus sang by Andrade is the celebration the liberalism of the king to grant 
freedom (b), without the section which give hopes to a different racial future. The realism 
portraited by Andrade’s version would probably agree with his conciliatory version of the racial 
history of the country, in which the mixture of races dilutes the difference and forms the modern 
nation. 
One possible explanation for the difference between Andrade’s version and Friedenthal is 
the acceptance of the diffusionist hypothesis claimed by Andrade that this song, after the 





oral versions that circulated and differed from the score. However, this mode of transmission 
does not exempt Andrade neither from his sloppy understanding of the history of the song, nor of 
his vocal performance which also suggests the representation of black bodies and sounds. 
Andrade uses a different voice register to sing the different vocal parts marked by Friedenthal: 
chorus and solo (to which he added the expression mark “comicamente,” comically.) The chorus 
sings all the Portuguese lyrics, and the solo is only attributed to the “toca zumba” verse, which is 
repetition of the almost onomatopoeic sound that has almost no pitch variation. One possible 
interpretation of this verse is the representation of sounds without meanings for the listener, in 
this case, possibly something said in an African language or dialect. If that is the case, Andrade’s 
“comic” rendering of the song can be interpreted as blacksound, “the sonic and embodied legacy 
of blackface performance” (Morrison 2019, 789), especially in connection with the context of the 
vaudeville play from 1885. The authenticity claimed by Andrade does not necessarily refer to an 
African past which overlapped with Turner’s project, but to a theatrical representation of black 
bodies. 
 
Race and nation in the Americas: Andrade sounding race and race sounding Andrade  
After returning from a long travel to the Amazon region, Andrade wrote in 1928 the poem 
“Improviso do Mal da América”.53 1928 was a decisive year for Andrade, with the publication of 
his most celebrated novel Macunaíma and his most read musical writing, the Essay on the 
Brazilian Music. The narrator of that poem starts with a refrain that sets the tone for the 
following five stanzas in free verse: “Imperious scream of whiteness in me…”.54 The sensorial 
 
53 Original: “Improvisation of America’s Disease.” 
 





travel across the continent narrated by the poem is led by this primordial impulse that is sounded 
and racialized. What characterizes this impulse, however, is silence: the white scream is a drive 
that does not vibrate beyond his own subjectivity. One possible interpretation is that sound and 
race are metaphors for the colonial past that frames a national experience in the Americas. 
Another reading suggests whiteness as a deep fleshed experience which can only be manifested 
as a scream, beyond reason. At the end of the second stanza, Andrade positions the narrator as a 
listener:    
 
Não acho nada, quase nada, e meus ouvidos vão escutar amorosos 
Outras vozes de outras falas de outras raças, mais formação, mais forçura. 
Me sinto branco na curiosidade imperiosa de ser. 
 
I don’t find anything, almost anything, and my ears listen with love 
Other voices from other speeches from other races, more formation, more 
strength. 
I feel white in my imperious curiosity of being. (Andrade 2013, 374) 
 
 These verses suggest that the act of listening co-produces race and being. It also suggests 
that listening for racial difference is a white racial formation. Under the light of this verses, the 
initial refrain in re-signified: the scream, sounded or not, is an imprisoned impulse from which 
the narrator cannot be freed. Therefore, the narrator is addressing his own impossible condition 
to be free from a racial identity that structures his perception of the world and the world 
perception of himself. 
 I do not assume that the narrator of the poem reflects Andrade’s biography—this is a 
question that will find no productive solution—but I read this poem in the context of the racial 





the limitations of the modern(ist) project. Despite attempts to discipline culture and arts, the 
limits of the creation of collectivities face its boundaries in historical colonial structures.   
 Two of the most poignant colonial structures visible and discussed in the first half of the 
twentieth century were race and nation. Mário de Andrade proudly affirmed the nonexistence of 
a color line in Brazil, as provocative comparison to the United States racial politics. By assuming 
that race could be overcome as a differential marker in the nation formation process in Brazil, he 
embodied practices of a colonial oppressive project. In his intellectual and political work, nation 
always had priority over race as a central concept for political action. For example, in the poem 
“Nova Canção de Dixie” (New Dixie Song), he repeats the refrain written in English: “No. I’ll 
never never be / In the Colour Line Land,” in which race is figuratively used to emphasize 
national difference. As Angela Grillo proposes, the narrator of the poem intersects with 
Andrade’s own biography, who refused to accept invitations to go to the United States (Grillo 
2017, 31). Grillo understands Andrade’s boycott to the North American country as a move 
towards collectivity, he could not bear an identification with a racial oppressive system, where 
his mixed-race condition would propose an intolerable paradoxical racial position.  
 Nation was not prioritized over race only in a comparative case. Andrade’s conception of 
race in Brazil also assumed that the prejudice was more related to other social conditions that 
affected psychological aspects of the black population. In his discourse on the fiftieth 
anniversary of the slavery abolition, he affirmed that “the black suffers an inferiority complex 
that they need to overcome” (Andrade 2019, 104).55 He claimed for a radical racial equality in 
which differences should be sacrificed in benefit of a broader national cultural project. 
 





In this chapter, I proposed a similar reading of race and nation for Andrade’s singing 
performance. The limits of his conception of race and regionalism were given by the extension of 
his identification with the country. In the case for the beggar’s song, he embodied the misery of 
the singing woman from whom he heard the song. In “Toca Zumba,” he embodied the parodical 
version of an old black recently freed man written by a lettered (white) author. In both cases, 
Andrade identified with the singing voice that he represented from the standing point of a 
representative of nation. This performance of nation in its diversity was possibly what he 
inferred to be what Lorenzo Dow Turner, a North American black man, wanted to hear and 
record. Although Andrade new very well several other African songs (that he labelled as 
“Sorcery Music”), which were Turner’s genuine interest, Andrade assumed that Turner was, like 





EPILOGUE. IMAGINING A SOUNDED ENCOUNTER 
 
I read Andrade’s and Turner’s careers as reflected each other at a mirror. The image projected by 
the mirror is not clear but distorted by a colonialist heritage. The narratives of their lives, 
intellectual and political projects reflect conflicting conceptions of race, nation and history. Both 
had at the core of their research a search for new ways to deal with intellectual and cultural fields 
in which they occupied central but tokenized nodes. 
The recording found in Turner’s archive of Andrade’s singing offers one glimpse of this 
projected image. By diving into both men’s personal archives and listening to the recordings, I 
see and hear clearly the two images projected into this mirror: Andrade’s voice and Turner’s ear. 
Isolated, both images offer to viewers a coherent logic—two narratives that are successful  in 
their own ways (even though sometimes tragic). However, I am interested in the mirror and in 
the distortion that makes them so similar and so different at the same time. On the one hand, the 
technological development of sound recording provided a clear picture of this imagined 
encounter. The voices and sounds captured into the aluminum disc which was archived and 
preserved for so long suggest at least for the duration of the recording the presence of bodies 
sharing a space. On the other hand, ideological filters—especially nation and race—distorted 
Andrade’s and Turner’s image of one another prevented them to be able to see and listen to each 





Turner and Andrade had a profound knowledge of the language of their respective 
countries, beyond grammar manuals: Turner was a respected English professor, scholar in 
linguistics and interested in the dialects spoken by African American communities; Andrade was 
known as the “pope of modernism” and his literature works were celebrated for their 
Brazilianess, as a differential mark to the Portuguese language from Europe. Their interests were 
not limited to language, expanding to social and cultural practices. Both shared a curiosity to get 
to know the popular archive embodied in marginalized communities: fieldwork and travel were 
activities central to their methodology of learning about the cultural practices which lasted 
beyond the modernization process. Both embodied different modes of national sovereignty: they 
had incompatible views on the roles of society and race. Distinct national historical struggles 
shaped their practical actions regarding the boundaries of the linguistic mediation between nation 
and race. In other words, legacies of colonialism prevented their common interest to flourish, but 
rather created difference and separation.  
Andrade and Turner had different ways of framing their identities in relation to collective 
categories. For Andrade, nation was at the core of his identity. Several times he refers to himself 
as Brazilian, or even projecting himself as the voice of a national collective, assuming the plural 
first-person pronoun: “we, Brazilians.” In the middle of the turmoil of political and cultural wars 
around the meanings of nation, Andrade assumed a leading role in the cultural arena raising his 
voice to claim a heterogeneous and vibrant modernity. For Turner, nation was less of an 
adjective evoked to collectivize his ideas. He was oriented towards another articulation of 
collective identity: race. In the search of an African past expressed through language, Turner 





migration and enslavement. For Turner, nation foregrounded his intellectual project: he 
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